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GENERAL PREFACE

THE aim of this new edition of Shakspere is twofold: to give the
modern reader an accurate critical text of Shakspere’s works in the
language of Shakspere’s time, and to interpret this in the light of
Elizabethan conditions of life and thought and idiom.

When Nicholas Rowe in 1709 published the first modern edition
of Shakspere’s plays, he printed the text in the English of the eigh-
teenth century and explained its divergencies from the idiom then cur-
rent as being due to the obsolete words of the ‘old print’ and to the
‘corruptions’ of the early printers. Where the text was to him un-
intelligible he amended it to suit his notions of what Shakspere should
have written.

The apparent unintelligibilities, confusions, and imperfections of
Shakspere’s writings when read as eighteenth-century English and
weighed by the exact and formal mind of Pope, Shakspere’s next
editor (1725), were even more frankly acknowledged than they had
been by Rowe. Pope, however, assigned them to the peculiar defects
of Shakspere’s genius: ‘It must be owned that with all these great
excellencies he has almost as great defects; and that as he has cer-
tainly written better, so he has perhaps written worse than any other.”’
Guided by this belief, Pope made numerous changes and ‘‘improve-
ments’’ in Shakspere’s text.

Theobald, in his edition, 1733, took much the same attitude to
Shakspere’s supposed imperfections that Pope did, and wrote: ‘‘ As
in great piles of building some parts are often finished up to hit the
taste of the connoisseur, others more negligently put together to strike

the fancy of a common and unlearned beholder, . . so in Shakspere.””
vii



GENERAL PREFACE

“Nullum sine venia placuit ingenium, says Seneca. The genius that
gives us the greatest pleasure sometime standsin needof ourindulgence.’’
Theobald, therefore (to use his own words), set himselfthe task of emend-
ing the corrupt passages, of explaining the obscure and difficult ones, and
of inquiring into the beauties and defects of composition. His guiding
principles were admirable: ‘Wherever the author’s sense is clear and
discoverable (tho’, perchance, low and trivial), I have not by any in-
novation tamper’d with his text out of an ostentation of endeavouring to
make him speak better than the old copies have done. Where, thro’
all the former editions, a passage has labour’d under flat nonsense and
invincible darkness, if, by the addition or alteration of a letter or two,
or a transposition in the pointing, I have restored to him both sense and
sentiment, such corrections, I am persuaded, will need no indulgence.
And whenever | have taken a greater latitude and liberty in amending,
I have constantly endeavour’d to support my corrections and conjectures
by parallel passages and authorities from himself, the surest means of
expounding any author whatever. Cette voie d'interpreter un autheur
par lui-méme est plus siire que tous les commentaires, says a very
learned French critick.”’

While these principles and this practice were far in advance of the
scholarship of Theobald’s day, Theobald’s edition laboured under the
same disadvantages as did that of Pope,—namely, the assumption that
whatever was unintelligible in Shakspere when read as eighteenth-cen-
tury English must likewise have been unintelligible to Shakspere’s audi-
ence. He says there are very few pages in Shakspere upon which
‘! some suspicions of depravity do not frequently arise.”’ Again, ‘‘as
to his style and diction, we may much more justly apply to Shakespeare,
what a celebrated writer has said of Milton: Our language sunk under
him, and was unequal to that greatness of soul which furnish’d him with
such glorious conceptions. He therefore frequently uses old words to
give his diction an air of solemnity, as he coins others to express the

novelty and variety of his ideas’’— modern appreciations are often quite
as ill founded as is this one of Theobald’s.
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GENERAL PREFACE

These two eighteenth-century editors of Shakspere, Pope and Theo-
bald, though such bitter rivals, both recognized a certain amount of
obscurity in Shakspere’s language as they understood it, and each in
his own way endeavoured to alleviate it or palliate it for contemporary
readers. In the one we have the prototype of the literary, in the
other the prototype of the critical editor of Shakspere. Warburton (1747)
and Johnson (1765) followed more or less closely in the footsteps of
Pope; Capell (1768), Steevens (1773), and Malone (1790, 1821),
followed in the footsteps of Theobald. But they all printed Shakspere’s
text in the current idiom of their day, and explained its divergencies as
being due to obsolete words, depravity of text, and the general inade-
quacy of language to the task Shakspere imposed upon it.

The nineteenth-century editors largely occupied themselves with
adding to the explanatory material already collected by their predecessors
and emending the text in a growing spirit of conservatism. Dyce (1857)
enriched the work of Steevens and Malone. The first edition to show
the impulse of the critical method which, during the middle of the last
century, did so much to purify our texts of Greek and Latin classics was
that of Delius (1854), which is in some respects superior to the work
of the Cambridge editors. Delius’s edition, too, contained evidence of
that careful and scholarly judgement which bore such rich fruit in Ger-
many during the latter part of the last century. The Cambridge edition,
begun in 1863, finished in 1866, and revised in 1887, carried this criti-
cal scholarship a long step in advance, furnishing a conservative text
with, for its time, a minimum of emendation, and supplying a more or
less complete apparatus for textual study. This text has usually been
reprinted with slight variations in recent editions of Shakspere. In 1871
was begun a New Uariorum by Horace Howard Furness, collecting in
convenient form a vast number of notes and emendations of previous
editors. ‘But in the nineteenthcentury, as well asin the eighteenth, Shak-
spere has invariably, save in the case of Dr. Furness’s Uariorum, which
copies the First Folio punctuatim et literatim, been modernized and

transliterated into the current idiom.
ix



GENERAL PREFACE

Thus in two centuries of editing, Shakspere’s works have usually
been printed as if the differences between Elizabethan and current idiom
were largely a matter of obsolete words, and this modernized text has
usually been interpreted from the standpoint of modern idiom. . The
consequent obscurities and confusions have been set down with more or
less insistence to the two causes stated by Theobald, viz. the depravity
of the text and the inadequacy of the English language to express Shak-
spere’s great thought. Through the labours of successive generations of
Shakspere scholars the number of the ‘depravities’ has been greatly
reduced, and the ‘ obscurities’ illustrated and more or less clarified. But
Shakspere is still given to us in modern English dress and interpreted
to us as current idiom, and a large number of apparent depravities of
text and obscurities of diction still remain to pusszle the modern reader.

For a full half-century it has been known that the development of a
living language such as our English consists not merely in an aban-
donment of a certain part of its vocabulary, but in successive alterations
of its entire structure. Its sounds, the stresses of its syllables, its in-
flectional modes, its syntactical habits of collocating words, its pro-
sodic forms, the delicate shadings of meaning and connotation which are
conveyed by its words and idioms,— all these undergo a continuous
process of transformation, sometimes rapid, sometimes slow, the net
result of which is that the idiom of one period fails to express for a suc-
ceeding generation its original content and meaning.

No single work of actual scholarship has contributed so much to the
explanation and elucidation of this scientific principle as has the Oxford
Dictionary. The resources which this one book places at the disposal
of the Shakspere scholar of the present century put him in possession
of a means of understanding apparent depravities and inadequacies which
Shakspere’s earlier editors did not dream of.

But not only this : the stimulus of new scientific methods has set to
work the English scholars of America, England, and Germany at re-
casting and rearranging the whole subject of English in the light of the
facts of its historical development. The fresh knowledge that has re-
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GENERAL PREFACE

sulted gives a new interest to ‘text depravity,’ and invests the apparent
quaintnesses and abnormalities of the ‘old spelling’ with a new mean-
ing. Words and idioms which were thought to be ‘corrupt’ in Shak-
spere’s text turn out to be normal forms of expression in normal forms
of representation. For instance, in ‘‘ We have scorch’d the snake, not
kill’d it’” Macbeth I11.2.13, the ‘‘ scorch’d’’ of Shakspere’s text, which
has beenchanged by a  happy emendation’ of Theobald’s to the ¢ scotched’
of all modern editions, is a normal Middle English word-form still in
use in Elizabethan literature and employed in Beaumont and Fletcher’s
Knight of the Burning Pestle; though here, as in Shakspere, it has
been assumed that the “‘scorch’d’’ of the half-dozen independent edi-
tions of Beaumont and Fletcher’s text is a misprint in each case for
‘scotched.” And, notwithstanding that the r looks like such an obvious
‘depravity’ of an original t, ** scorch’d’’ meaning ¢ scored’ or ¢ hacked’
was the word Shakspere used. And so in Errors O.1.183, where this
same word describes the scratching of one’s face ; though here some
editors explain it as meaning “singe’ and others emend to ‘scotch.’

Likewise, the obscurity of -diction so readily laid to Shakspere’s
charge vanishes away when we confront it with a modern historical
knowledge of Elizabethan idiom. For instance, in such a phrase as
¢¢ Let not my jealousies be your dishonors, But mine owne safeties,’’
Macbeth 1. 3.29, we do not have a vague expression of the thought,
I am jealous for my honour: but this jealousy implies no dishonour to
you; think of it merely as proceeding from my care for my own safety,’
but a sharp, clear, and idiomatically expressed notion, ¢ Let not my sus-
picions be a cause of shame to you, but a safeguard to myself,”—a no-
tion that has more clearness and definiteness in its Elizabethan form
than it is possible to give it in a modern translation.

Depravity of text undoubtedly is to be reckoned with in Shakspere.
Incorrect punctuation, misprinted words, bad line divisions, and occa-
sional dislocations of the sense were undoubtedly frequently overlooked
by the proof-readers in early editions of the text. But these depravities

are normal and human, and are not much worse than those that occur
xi



GENERAL PREFACE

in the other printed books of Shakspere’s time. Theyare to a large extent
such mistakes as we should expect to find in the work of any author
whose writing was not revised and corrected by the author himself. But
the compositor’s capacity for error has its limitations : he does not make
“pi’’ of his own language. If the reader will consider the hundreds of
emendations that have been proposed for the text of Macbeth, traditionally
regarded as one of the worst printed of Shakspere’s plays, and subse-
quently been shown to be due to editorial unfamiliarity with Elizabethan
English, he will see that this invocation of the deus ex machina of cor-
ruptness to solve the text problems of Shakspere has been appealed to
needlessly in nine cases out of ten.

As to the inadequacy of English speech to convey the greatness of
any one’s thought, our language has never failed to rise to any emer-
gency that English thinkers, small and great, have created for it. Indeed,
in the very nature of language such an inadequacy can never exist, be-
cause language is thought itself, and the possession of the power of
creating great thought carries with it ipso facto the capacity of putting
that thought into form. Shakspere is never superior to his idiom : indeed,
no thinker of English ever demonstrated more clearly the capacity of
our language for clear, direct, and forthright expression. We should be
as careful, therefore, in invoking this explanation of ‘obscurity of dic-
tion’ to help us over a difficult passage as we should be in resorting
to assumptions of corruptness, lest in charging Shakspere with ob-
scurity we convict ourselves of ignorance.

It is the purpose, therefore, of this new edition of Shakspere’s works
to bring this new learning to bear on the elucidation of Shakspere’s text,
and to give new point to the illustrative material collected by the editors
of the last two centuries, with the single aim of making the sense of Shak-
spere’s English clear and inevitable to the modern reader.

And while we may not succeed to the full in clearing from all its
obscurities the text of Shakspere, or in illustrating to the complete satis-
faction of the modern reader the implication of Shakspere’s thought and
idiom, yet we hope to be able to push the great work of interpreting
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Shakspere a step or two along its course, and to point the way to a
fuller comprehension of the greatest and mightiest piece of literature, save
one, that the human mind has produced.

The text of this edition is a critical one newly compiled from the
various Quarto and Folio sources in the light of their known relations to
one another, and not selected from them with the purpose of obtaining the
most literary and, from the modern standpoint, the most easily intelligible
form in which the plays might have been written. As the basis of the form
of the text the Folio of 1623 has been chosen because it presents the
uniformity of a collected edition, and its English is essentially that of
Shakspere’s time. This text is printed in the forms of Elizabethan
English, not from any desire to preserve the ‘‘ quaintness’’ of the original,
nor yet from any philological pedantry, but simply because the scholar-
ship of the last quarter-century has made evident the importance of read-
ing Elizabethan literature in the language in which it was written, and
not in modern transliterations or translations of it.

But while the spelling of Shakspere’s English is an essential ele-
ment of its structure indicating essential distinctions of sound, the typo-
graphical peculiarities of the Folio, such as the capitalization of important
words and the printing of the letters {, i, and u for s, j, and v, are dis-
tinctions which have only formal and not essential significance. The
punctuation system, too, of Elizabethan English is a formal method of
pointing thought that is different from our modern one, but dges not in-
dicate thought divisions essentially different from those of modern Eng-
lish. It is therefore unnecessary to preserve these formal peculiarities
of printing, and the editor has followed the system adopted by the Oxford
Dictionary for quoting Elizabethan literature, with the sole distinction
of substituting modern capitalization for Elizabethan.’

Significant variant readings, where there is more than one indepen-
dent source of the text, are given in their original form. Mere variations
in spelling and readings of Quartos or Folios which are not independent

1T he capitalisation of important words is not peculiar to the Folio, but was a
common practice of Elisabethan printing-offices.
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sources of the text are omitted. These latter are of no more weight in
determining the text than are modern guesses. Conjectural emendations
are not noticed unless they supply in the place of a word obviously un-
intelligible as Elizabethan English another word-form which makes apt
sense in Shakspere’s time, and can be assumed as the basis of a more
or less evident printer’s error. In short, it is the aim of the text and of
the critical notes to present the work of Shakspere simply and clearly in
a form which Shakspere himself would understand, and one as nearly like
the form he may be supposed to have given his writing as a conservative
application of the principles of evidence can attain to.

The aim of the explanatory notes is to bring together in brief space
and compact form such material as is necessary to the clear understand-
ing of Shakspere’s text. Those which have to do with glossarial ex-
planations aim to give as accurately as possible the exact shade of mean-
ing which Shakspere’s words had at the time they were written. Many
Elizabethan locutions, while not entirely obsolete in modern English,
nevertheless suggest a range of associated ideas that is quite different
from those they now suggest. In the misunderstanding of these Eliza-
bethan connotations lies the ground of the charge of obscurity which is so
frequently brought against Shakspere’s thinking : anintimate understand-
ing, therefore, of these word meanings is necessary not only to an in-
telligent comprehension of Shakspere’s text, but is also necessary to an
appreciation of the literary quality of his writing. Left to himself, the
modern reader can only guess at these connotations, and his guess, as
is evident from the explanations of almost any edition of Shakspere,
does not always hit the mark. Uery frequently a delicate implication
or a fine reference is missed in this process of guessing. The editor,
therefore, has preferred to incur the criticism of ¢‘insulting the reader’s
intelligence’’ (as it is called) by glossing these obsolete connotations,
rather than that any should miss the full meaning of Shakspere’s words
by not being familiar with Elizabethan idiom. The glossarial notes are
not intended to set down inferences more or less obvious from the con-

text, but are designed as far as possible to give a definite authority for
xiv
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such an inference. And in all cases either a reference to the Oxford
Dictionary is cited in justification of the meaning given, or a reference
from contemporary literature is appended to show that the reader’s in-
ference (if he would naturally make it) is authorized by contemporary
usage.

The same plan has been followed in respect to the grammatical idiom
of Elizabethan English. These illustrative references are given as far
as possible in the language of Shakspere’s time; their sources indicated;
and where they have been made use of in earlier editions due credit has
been given to the editor who first pointed them out. In some cases it
has been necessary to cite them in modernized forms because the original
quotation has not been accessible to the editor. Such citations are dis-
tinguished from the others by being printed within single quotation-marks.
Brief notes of a literary character, or illustrating the dramatic action,
have been added where it has seemed to the editor that these helped to
a clearer appreciation of the text; and summaries of the dramatic action
have been appended to the several acts to keep before the reader’s mind
the unity which the play would have when represented upon the stage.

The numeration of the Globe Text, which has come to be the classic
one and is now used in standard Shakspere dictionaries and grammars,
has been followed in this edition. Where the editor has seen fit to de-
part from the verse division of the Globe Text, or from the act and scene
division, the departure has been carefully indicated, and Globe refer-
ences appended in small type at the side of the text.

The form in which the note matter is arranged about the text, re-
viving a fifteenth-century method of note-composition, with some slight
modifications to suit modern conditions of printing, has been adopted to
secure ease of reading and beauty of typography.

It only remains to say that the editor is not insensible of the deep
obligation which he owes to the Shakspere scholarship of the past, as well
as to that of the present. The labours of Steevens and Malone (whose
wide reading in Elizabethan literature furnished rich material for the

modern editor to draw upon), the careful work of the editors of the Cam-
: Xv
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bridge Text in accurately recording the variants of the Quartos and Folios,
the learning and perspicacity of Nicolaus Delius, the substantial work
of Dr. Furnivall and the New Shakspere Society, the photographic fac-
similes of the Quartos (largely due to Dr. Furnivall’s energy), the fine
Staunton facsimile of the First Folio, the valuable material in the Ger-
man Shakespeare Jahrbuch, the careful compilations of the Dariorum
editions, especially of Dr. Furness’s modern Dariorum—all these have
contributed to lighten the present editor’s task and enrich his work. A
modern evaluation of the Shakspere scholarship of the past two centuries
is not necessarily a light one because modern scholarship seeks to give
its results a new bearing and a fresh interpretation. Though ideals of
editing may change, faithful and earnest work abides, and the old wis-
dom dies not with the advent of the new learning. Beneath the mask of
Shakspere’s easy fluency there lies a revelation of human nature that
is as broad as the earth and as deep as the sea. No one scholar, no
one generation of scholars, can compass its interpretation. As long as
men shall live, and till the thoughts of all hearts be revealed, there will
be material for new thought in the pages of Shakspere. The danger that
Shakspere study has to fear is not the multiplication of new editions,
but the classicization of a single edition which all shall possess and no
one read.

M. H. L.

Summit, N. ., January, 1903.
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THE NAMES OF THE ACTORS

THE KING OF SCOTLAND.
MALCOLME, Prince of Cumberland,
DONALBAINE,
MACBETH,
BANQUO,
MACDUFFE,
LENOX,
ROSSE,
MENTETH,
ANGUS,
CATHNES,
FLEANS, son to Banquo.

SEYWARD, earl of Northumberland, general of the English forces.

YOUNG SEYWARD, his so;..

SBYTON, an officer attending on Macbeth.

BOY, son to Macduffe.

AN BENGLISH DOCTOR.

A ScoTTISH DOCTOR OF PHYSICKE.

A CAPTAINE.

A PORTER.

AN OLD MAN.

THREE MURTHERERS.

LADY MACBETH.

MACDUFFES WIFE.

WAITING GENTLEWOMAN,

GHOST OF BANQUO.

HECAT.

THREE WITCHES.

APPARITIONS.

LORDS, GENTLEMEN, OFFICERS, SOULDIERS,ATTENDANTS, AND MESSENGERS.
THB SCENE: SCOTLAND; ENGLAND.

his sons.

generals of the King's army.

noblemen of Scotland.

The First Folio (PO. 1) gives no list of players for Macbeth.
This is a rearrangement of * The Person’s Names" prefixed
to Davenant's version of the play in 1674.
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THE TRAGEDIE OF
MACBETH

THE FIRST ACT

SCENE 1: A DESERT PLACE: THUNDER AND LIGHTNING
ENTER THREE WITCHES
I-11
_ FIRST WITCH
HEN shall we three meet againe ?

‘fj In thunder, lightning, or in raine?
4
ped

SECOND WITCH. When the hurley-burley'sdone,
When the battaile’s lost and wonne.

THIRD WITCH. That will be ere th’ set of sunne.
FIRST WITCH. Where the place?

SECOND WITCH. Upon the heath.

ALL. Padock calls anon. %1 Th ing "
.. . : e opening verse hasa
Faire is foule, and foule is faire, peculiar slowing in the mid:

Hover through th' fogde and filthie ayre. dle caused by the heavy sec-
ondary stress on THREE,

EXBUNT  which slightly differentiates

_ its rhythm from that of the

following verses. ¥2 If one thinks of IN THUNDER, LIGHTNING, OR IN RAINE
merely as denoting meteorological conditions, ‘or’ is an awkward connective: some
modern editors, following Hanmer, 1744, have therefore changed ‘or’ to ‘and.’” But
the words denote the three several elements in which, according to Elizabethan (EL.)
demonology, witches are most potent, and their connotations naturally stand in dis-
junctive relation to one another. %3 HURLEY-BURLEY in Shakspere's time is a
usual term to describe the ‘ tumult’ of an insurrection such as Macdonwald's was; e. g.
Halle's Chronicle, ed. 1548, Hen. VIII, 231a, “In this tyme of insurrection, and in the
rage of horley borley,” and Newton's Thebais, Tragedies of Seneca, Spenser Soc.,
p- 84, “This édipus in a certayne sedicious hurly burly . . slew King Laius.” DONE
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THE TRAGEDIE OF MACBETH

corresponds to Modern anlish (MN.E.) ‘over’: cp.1.7.1. ¥4 BATTAILE is an Eliza-
bethan English (EL. E.) spelling of the word due to the retention of its Middle English
(M.B.) form. ¥5 In TH' SET and TH' FOGGB (v. I1) we have illustrations of the loss
of the vowel of the definite article common in EL. E. both in poetry and in prose and
whether the following word began with a consonant or with a vowel. The evidence
of this is found in EL. printing and in the versification of careful writers: cp. “from
th'rest " Drayton,‘ Barrons Warres' V. 63. 7 ; “affright th’ most senselesse thing " ibid.11.
66. 5; “in th’ daies” (prose) Dekker, ¢ Knights Conjuring,’ Percy Soc., p. 33. We have
probably an evidence of this elision in the apostrophe in such printing as “ would here
set ' peacefull period to my dayes' Ben Jonson, ¢ Sejanus,’ 1640, p. 341, and ¢ Well said,
this carries ' palme with it "’ ¢ Poetaster’ p. 300. (The phenomenon still survives as a

eculiarity of modern dialect English; see Prof. Wright's ¢ Dialect of Windhill,’ Eng.
Bial. Soc., 1892, pp. 91 and 110; in the Windhill dialect the remaining spirant is fur-
ther reduced to t.) The elision is of very frequent occurrence in Macbeth. We may
assume, therefore, that the printer of the Folio in these two cases neglected to denote
the omission by the customary apostrophe of EL. texts. Pope's excision of the ar-
ticle here and in v. 11, and Abbott’s attempt to explain HOVER in v. II as a mono-
syllable, are due to efforts to make the verses perfectly rhythmical in MN. E. ¥6
HEATH in EL. E. rhymed with MACBETH, the vowels of the two words differing only
in quantity, and was sounded as if rhyming with MN. E. * faith.” Almost without ex-
ception, ea in Shakspere has nearly the sound of a in MN. E. ‘make’ and ay in
MN. E. ‘day,’ viz. a lon% close e-sound, and our present i-sound for this vowel, as in
MN. E. “heath,” is nearly a century later than Shakspere. ¥7 The scansion “ Thére
to méet with Macbéth” forces a strong pause after MEBT and thus gdives peculiar im-
pressiveness to WITH MACBETH. The loss of an unstressed syllable after a ceesural
pause is of common occurrence in Bnglish verse and gives no occasion for the numer-
ous emendations which supply a monosyllabic adjective like ‘brave’ or ‘gdreat’ before
MACBETH. ¥8 In the Folio I COME, GRAY-MALKIN is assigned to the First Witch,
having ‘ 1’ before it. What follows is printed as a couplet, preceded by the stage direc-
tion ‘ All' It is probable, however, that after v. 9 some *stage business’ of the witches
intervened, like the dance in 1. 3. 32 ff., abruptly ended by the summons of the nuntius
spirit (see note to I11.v. 34), and that the witches then vanished singing the couplet in vv. 10
and 1I. Shakspere uses for the names of his witches' familiars GRAY-MALKIN, the
common appellation of a cat, like MN.E. ‘Tabby,’ and PADOCK, the M.E. and EL.E.
word for toad: cp. Gifford's ‘Dialogue concerning Witches,’ 1603, ed. Percy Soc.,
p- 19: “Witches have their spirits . . some in one likenesse and some in another . .
as like cats . . toades . . or mice, whom they nourish with milk or with a chicken.”
On the same page is a story of a witch who “had three spirits, one like a cat which she
called Lightfoot, another like a toade which she called Lunch, and a third like a weasill
which she called Makeshift.”” The punctuation of the Cambridge Text in v. 9, ¢ Pad-
dock calls—anon!" follows Capell, 1768, departing from that of the Folio and assuming
ANON to be an answer to Padock's summons, ‘Coming!’ But as punctuated in the
Polio the expression is natural and makes good sense, i. e. ‘Padock will summon
us presently’: for the use of the present tense, cp. “ Farewell, thou Lob of spirits, I'le
be gon, Our queene and all her elves come here anon” Mids. II. 1. 16. There is there-
fore no good reason for altering the text. ¥ 10 In EL. B. FAIRE and FOULE mark off a
sharper and more fundamental distinction than they do now, nearly that of right and
wrong, a distinction which Shakspere makes frequent use of; cp. the many instances
in Schmidt s.v. ‘fair.” 11 The notion of the powers of evil HOVERING in the air is
also found in John IIL 2. 2, “Some ayery devill hovers in the skie, And pours downe
mischiefe.” FILTHIB has since Shakspere's time acquired a strong connotation of dis-
gxlst: see Mr. Bradley's note on the history of the word’s meaning in the New English

ictionary (N. E. D.). To the ears of Shakspere’s audience it meant only ‘ murky.’
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INTRODUCTORY NOTE TO SCENE II

The subject matter for this scene comes from Holinshed’s Historie of Scotland, 1587,
ir. 169 ff. But Shakspere aptly fits this historical material to his dramatic purpose.
olinshed describes four successive battles in which Macbeth took part: in the first he
puts an end to the rebellion of Macdowald; in the second he, Banquo, and the king
are defeated at Culros by Sweno, the King of Norway, who immediately after the vic-
tory over Macdowald invades the realm of Scotland; in the third, the Scots having
drugged the Norwegian soldiers by mingling the *juyce of mekilwort berries” with their
food, Macbeth falls upon them and destroys their army, Sweno and ten others escaping
to their ships; in the fourth Macbeth and Banquo defeat an avenging incursion of the
Danes sent by Canute and arriving while the Scots were still celebrating their victory
over Sweno. The ‘composition’ of vv. 59 ff. is the result of this battle. “And these
were tl;x’e warres that Duncane had with forrayne enemies in the seventh yeare of his
raigne. .
gShankspere rolls these four into one, linking the last three with the first by hinting that
the Norwegian hosts, coming to the aid of the Scots, cp. v. 27, turned on them, “assisted”
by the treachery of the Thane of Cawdor, and began a fresh attack, but were defeated by
acbeth and Banquo. In Holinshed the treachery of Cawdor is briefly mentioned in the
words: “shortlie after the Thane of Cawdor being condemned at Fores of treason against
the King committed, his lands livin&s and offices were given of the King's liberalitie to
Macbeth,” and the invasion of the King of Norway is not connected with Macdowald's
rebellion. In Holinshed's account, too, Duncan and Malcolm take an active part in the
fighting. We must remember, therefore, that in Scene 11 we are dealing with Shakspere’s
acbeth and not with Holinshed's, that all this first act is not the * Historie of Scotland’
but the background of a tragedy. The details of those parts of the action in which Mac-
beth is not directly concerned are thus mere hints and suggestions, intentionally left vague
and undefined, and due historic sequences of time and events have but little place in the
dramatic interest. What Shakspere gives us is the picture of a great battle whose central
figure is Macbeth twice snatching victory out of the jaws of defeat and disaster: the other
figures are merely sketched in, as it were, so that the heroic personality may stand forth
in greater clearness and distinction.

The first three sentences of this scene do not sound like Shakspere, especially the awk-
ward and unnecessary inversion “of the revolt the newest state.”” Moreover, they intro-
duce the succeedinf events as an aspect of a revolt, not as a single battle; they explain to
the audience the relations of the actors to the action in a bald and mechanical way quite
unlike Shakspere'’s, who usually leaves the action to explain itself; they make Malcolm
participate in the battle but leave the field for no apparent cause before its crisis has come
on and in utter ignorance of the issue of even the first stage of the fight; and they contain
a reference to the news-bringer as a wounded “serjeant” that is inconsistent with the
scene and stage directions. These inconsistencies give good ground for supposing that
Scene II when it left Shakspere's hands began with Malcolm’s words * Haile, brave
friend!” These lines are therefore marked off from the rest of the play by an obelus (1),
and the “ Captaine” of FO.1 is not altered to “ Sergeant” or * Soldier” in the stage
directions, as in modern editions beginning with Capell's, 1767. The “Duncan (Dun.)"”
of modern editions has also been changed back to the * King" of FO.1. There is only
one king in the play, and that is Duncan. Macbeth's kingship is an ill-worn, ill-fitting
garment, and we are never allowed by Shakspere to forget the fact; even Davenant’s later
version of the play, 1674, recognized the fitness of this stage direction. The theory stated
by the editors of the Clarendon Press edition (Cl. Pr.), that the whole scene, together with

. vv. I1-37 of Scene 111, is by another hand than Shakspere's, is quite untenable.
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SCENE II: A CAMP NEAR FORRES: ALARUM WITHIN
ENTER KING MALCOLME DONALBAINE LENOX WITH ATTENDANTS
MEETING A BLEEDING CAPTAINE

¥ 3 NEWEST often in EL.E.
corresponds to MN.E. ‘lat-
est,’ cp. Malcolm's “what's
the newest griefe?" in IV. 3.
174. SERJEANT seems here
to be a trisyllable but is a dis-
syllable elsewhere in Shak-
spere. ¥4 Malcolm’s epithet
HARDIE implies ‘ daring,’ as
in MN.E. ‘foolhardy,’ and
GOOD is an ordinary 16th
century equivalent of ‘brave'’
as in “good men” IV. 3. 3.
%5 The CAPTIVITIE he re-
fers to may have been sug-
gested by Holinshed's #“Mac-
dowald [in an earlier stage of
the revolt] . . by mere force
tooke theirca;,atcine Malcolme
[not the king’s son,however]
and after the end of the bat-
tell smote off his head.” The
printerof FO.2 noticedthelack
of an unstressed syllable after
‘“captivitie” and added an-
other “haile’ to make up the
rhythm ; Walker and Abbott
suggested several botchings of
the verse into normal regular-
ity ; but this is only one of
numerous instances in Eng-
lish poetry—there are at least

I-13
TKING
HAT bloodyman is that? He can
report, -
As seemeth by his plight, of the
revolt
The newest state.t
MALCOLME
v 1 This is the serjeant
Who like a good and hardie souldier fought
'Gainst my captivitie.t Haile, brave friend !
Say to the king the knowledde of the
broyle
As thou didst leave it.
CAPTAINE
Doubtfull it stood,
Astwospent swimmersthat doecling together
And choake their art. The mercilesse Mac-
donwald —
Worthie to be a rebell, for to that
The multiplying villanies of nature
Doe swarme upon him—from the Westerne
Isles

Of kernes and dallowglasses is supply’d;

ninein this play—where an unstressed impulse is lost after the verse pause: cp.l. 1. 7, note,
and I. 5. 41. ¥6 Malcolm's words SAY TO THE KING, etc., are not so stilted as they
seem to modern ears, for “say” and “say to” in EL. E. were commonly used of narration,
e.%. “say in briefe the cause Why thou departedst’ Err.1.1.29, and the definite article had
a force ncarly like that of the modern possessive pronoun, so that THE KNOWLEDGE
stands for MN.E. ‘your knowledge.! The extra syllable in ¥7 may be accounted for by
assuming a common EL. contraction by which the pronoun IT is absorbed in the pre-
ceding word, like “goes’t” 1vV.3.179, “deny't” 111.6.15. Four-wave verses are not un-
common in Shakspere’s blank verse and are especially frequent in Macbeth. %8 The
captain’s simile seems to be taken from a swimming match in which each of the contes-
tants, worn out by his efforts and in despair of winning the goal, seeks to prevent the other
from getting the prize. ¥9 As the skill of the swimmers is ‘obstructed’ (cp. N.B.D.
‘choke’ 10) by their too close proximity, so in this BROYLE, a word suggestive of confused
tumult and ‘hurly-burly,’ the too close quarters of the combatants prevent all exercise
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of military art. In Holinshed the name of the leader of the rebels is ¢ Macdowald”; MAC-
DONWALD is probably,as Malone suggested,due to a confusion with the“ Donwald " spoken
of by Holinshed on p. 149. ¥10 THAT seems to refer to the rebels' mercilessness,
with TO in its common EL. sense of ‘besides’; cp. “to that dauntlesse temper of his minde”
I1.1.52. F13 OF is used in the sense of ‘by'; and SUPPLY'D is the regular EL.E.
military term for ‘reinforced,’ cp. Kersey, ‘Dictionarium,’ 1708, “supply, . . recruits of
forces”; cp. also John V.3.9. Spenser, Globe ed., pp. 639 ff., dives us a description
of these KERNES AND GALLOWGLASSES (the worc{:’ is misprinted * gallowgrosses" in
FO.1): “for it [i.e. “the quilted leather jacke”] is then [i. e. *in warre'] worn likewise
of a footeman under a shirte of mayle, the which footeman they call a galloglass . . And
he being soe armed, in a long shirt of mayle down to the calfe of his legg with.a long brode
axe in his hand, was then pedes gravis armaturae.”” These gallowglasses and “kearne,”
light-armed Irish soldiers, are ‘“the most loathsome and barbarous conditions of any
people under heaven. They do use all the beastly behavior that may be; they oppress all
men; they spoyle as well the subject as the enemy,” etc. Budoxus exclaims, “These be
most villenous conditions]” Spenser goes on to describe the “frye [an EL. B. synonym
of ‘swarm’] of rakehelle horse-boyes” as especially needing reformation: “for out of
these . . are theyr kearne continually supplyed and maintained.” It would seem, there-
fore, that the MULTIPLYING VILLANIES OF NATURE in v. 11 are the ‘kernes and gal-
lowglasses’themselves,and not vicious aspects of Macdonwald’scharacter. ¥ 12 SWARME
is not elsewhere by Shakspere used with reference to abstract qualities, but refers to the
gathering of mobs: e.g. “our peasants . . swarme About our squares of battaile” Hen.5
1V. 2.27,*“With the plebians swarming at their heeles ” Hen.5 V.chor. 27 ; “The common
people by numbers swarme to us” 3Hen.6 1V.2.2. MULTIPLYING, too, generally means
‘prolific,’ not ‘multiplied,’ and
is used here, if this interpreta-
tion is the correct one, as in
Cor. 11.2.82: “Your multi-
ﬂlying spawne how can he
atter | "

ACT 1 SCENE II

And Fortune on his damned quarry smiling
Shew'd like a rebell's whore. But all's too

14-20

weake;
For brave Macbeth— well hee deserves that
name —
Disdayning Fortune, with his brandisht
steele, '
Which smoak'd with bloody execution,
Like Valour's minion carv'd out his passage
Till hee fac'd the slave:

% 14 QUARRY is usually al-
tered to “quarrel”” by modern
editors; but there is no good
reason for the change, despite
Holinshed's “rebellious quar-
rel” in his description of
Macdowald’s rebellion. That
quarrel, ‘crossbow bolt,' is oc-
casionally spelled ‘quarry’ in
EL.B. (cp. Cl Pr., p. 77),
and thatquarrel,‘ small square
window pane,’ is often simi-

larly spelled, is not surprising: for both these words had in EL. E. doublet forms in -y.
But quarrel, MN. E. ‘quarrel,’ had not. QUARRY in the sense of ‘heaps of slain’ is also
found in Cor.1.1.202, “I'de make a quarrie With thousands of these quarter'd slaves”:
properly the word describes a heap of slaughtered game, and the association is not so
entirely inapposite here as to lead to the inference that it is a misprint for “quarrel.” A
somewhat similar expression is found in Drayton’s Barrons Warres, 1605,11.57: “O
ill did Fate these noble armes bestow Which as a quarry on the soilde earth lay, Seized
on by conquest as a glorious pray.” DAMN in the sense of ‘to doom,’ ‘ruin,’ ‘destroy’
without the connotation ‘doom to everlasting perdition’ is sufficiently common in BL.B.
to make no difficulty; cp. Oth. I. 3. 359, lago to Roderigo, “If thou wilt needs
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damne thy selfe, do it a more delicate [i. e. pleasant] way then drowning.” FI15
SHEW'D (i. e. ‘appeared,’ ‘looked,’ cp. 1. 3. 54) in the preterite tense is awkward with
the IS preceding it. But in M.BE. and EL.B. the historical present and past tenses are
frequently used together.in the same narrative. Here, too, SHEW'D seems to point
to the first stage of the battle, now past. ALL'S TOO WEAKE presents a similar
inconsequence of tenses if ALL 'S is to be taken for ‘All is.’ It may possibly, however,
be the contracted form of ‘All was,' like % There's” for { There was' in 11. 2. 23. Such
forms were not uncommon in EL. E., cp. Jonson, ‘ Sejanus,’ 1640, p. 338, * Agr. Dying?
Ner. That's strange! Agr. Yo' were with him yesternight,” where no contraction is
possible but ‘you’re.’! ¥18 SMOAK'D is here used in its well-nigh obsolete sense of
steamed’ (though we still say *smoking hot”); cp. ¥ Thy murd'rous faulchion smoaking
in his blood” Rich.3 1.2.94. EXBCUTION: in EL.E. the suffixes -sion, -tion, -tience
can be either dissyllabic as in M. E. or monosyllabic as in MN.E. The word refers to
the wielding of any weapon or instrument; cp. *In fellest manner execute [i. e. ‘ wield,’
N.B.D. ‘execute’ 1b] your armes” Tro.&Cr.V.7.6, where to make MN.E. sense
many editors change “armes” to the weak “aims”] %20 In TILL HE FAC'D THB
SLAVE we seem to have a verse beginning with a doubled unstressed impulse; such
verses are not common in JMacbeth; there is one in 1.2.46, and another in III. 4.
133. Lines of less than the five normal waves occur frequently in EL. blank .verse,
and this one is well adapted to a wounded soldier's narrative. But perhaps LIKE
VAlLOUR’S MINION (thfree

syllables), v. 19, was an after :

i:{sertion)v’vhichlll:roke in two ACT 1 SCENE I 21-24
a verse originally beginnin

with CARvgvD o gending Which nev'r shooke hands norbad farwell to him

with SLAVE. Tillhe unseam’d him from the nave to th’chops
G 21 WHICH refers to Mac. And fix'd his head upon our battlements.
beth, being an instance of the KING

common EL. usage of the ) .
relative pronoun as a con- O valiant cousin! worthy dentleman!
nective, ‘and he'; cp. L5.
37, and I11.1.85 where “which’ stands for ‘and this.” SHOOKE HANDS seems to
refer to the formal preliminaries of a fight, as in Sidney's Arcadia, 1590, p. 267:
“ After the terrible salutation of warlike noyse, the shaking of handes was with
sharpe weapons,” with NOR in its common sense of ‘and not.! * Shook hands" in the
sense of ‘took leave of ! is usually found in BL.E. in connection with abstract notions, e. g.
“shake hands with chastitie” ‘guphues,’ Arber, p. 75 (quoted in Cl. Pr.), “with folly™
Middleton’s Witch (quoted by Manly), “with carth,”i. e. with earthly things, Quarles,
‘Emblems’ (quoted 1:y Cent. Dict.), “with virtue” Cooper, ‘Thesaurus’ s.v. nuntius.
%22 NAVE, ‘navel,’ seems to be the right word here, though this anomalous form has
not yet been found in EL.E. That the two words “navel,”” M.E. “navele,” and “nave,”
M.B. “nave,” ‘the centre of a wheel,’ were confused in BL.E. is shown by Massinger's
use of “navel” for “nave” in #Circle him round with death and if he stir His body be the
navel to the wheel In which your rapiers like so many spokes Shall meet and fix themselves”
‘Parl.of Love'Il. 3 (Cent. lgict.).ag'hat the expression was more or less familiar to BL.ears
- is shown by Nash's, 1594, “Then from the navel to the throat at once He ript old Priam”
(quoted from Steevens's note). In Holinshed Macbeth finds Macdowald afread dead on
taking his castle. CHOPS, an BL. form of MN.E. “chaps,” ‘jaws,’ was used of persons
as well as of animals in Shakspere's time. ¥24 As to Macbeth’s cousinship with Dun-
can, cp. Hol., p. 168: * After Malcolme succeeded his nephue Duncane [the Duncan of the
play] the sonne of his daughter Beatrice: for Malcome had two daughters, the one, which
was this Beatrice, being given in mariage unto one Abbanath Crinen . . bare of that mariage
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ACT 1 SCENE 11

CAPTAINE
As whence the sunne 'gins his reflection
Shipwracking stormes and direfull thunders,
So from that spring whence comfort seem'd
to come
Discomfort swells. Marke, King of Scot-
land, marke:
No sooner justice had, with valour arm'd,
Compell'd these skipping kernes to trust
their heeles,
But the Norweyan lord, surveying vantage,
With furbusht armes and new supplyes of men
Began a fresh assault. :

KING
Dismay'd not this
Our capitaines, Macbeth and Banquoh?

CAPTAINE

25-35

Yes—
As sparrowes eagles, or the hare the lyon.

MACBETH

the foresaid Duncane. The
other called Doada, was mar-
ied unto Sinell [cp.1.3.71]
the thane of Glammis, by
whom she had issue one Mac-
beth, a valiant gentleman.”

Thefigure in ¥ 25 ff.isarefer-
enceto storms rising out of the
east and not to the storms of
the vernal equinox, a curious
interpretation tortured out of
the Latin meaning of re- and
flectio, ‘ turning back.” RE-
PLECTION in EL.E.is used of
directshining,cp. “ May never
orious sunne reflex his
mes Upon the countrey
where you make abode”
1Hen.6V.4.87;* Mostradiant
and refulgent Lampe of light . .
from thee Reflect [i. e. shine]
those rayes that have en-
lightnedmee' Quarles,‘Sion's
Sonets,' 1630, V. The same
metaphor is found in 2Hen.4
1V. 4. 34,35, * As humorous
as winter and as sudden As
flawes congealed in the spring
of day,” which also showsthe

EL. use of SPRING, v. 27, in
the sense of ‘sunrise ' : in the  dayspring from on high' of Luke I.78 this meaning is still pre-
served. That Shakspere intends us to think of Sweno as coming to the aid of the Scots and
then turning on them is evident from the WHENCE COMFORT SEEM'D TO COME, i. e.
whence help was to have come, for SEEM in BL. E. often connotes an immediate or near
futurity, ‘ was on the point of,’ as here and in v. 47 below. ¥26 After THUNDERS mod-
ern editors, following Pope, supply ‘break’; but ‘storms break’ and ‘thunders break’
are neither of them Shaksperian locutions. The word which Shakspere generally uses in
connection with thunder is * bursts,"” cp. Lear I11. 2. 46, * such bursts of horrid thunder,”
and this would also aptly describe the coming of a sudden flaw. The verse, however, does
not really need a patch either to make sense, for with ideas of motion the verb is often
omitted in M.E.and BL.E. where it can be supplied from the context, or to make metre,
for four-wave verses are common in Macbeth: in I11. 1. 103 and I. 4. 14 are two instances ;
in the latter the verse ends with a falling impulse as here. ¥27 COMPFORT, still used in
the sense of ‘aid,’ ‘ support’ in our phrase ‘ give comfort to the enemy,’ was common in
EL. B. with this signification: cp.1V.3.193; ¥28 DISCOMFORT, likewise, connoted the
negative of this idea and corresponds to MN. E. ‘ undoing,’ ‘ disaster': cp. * Should | stay
longer, It would be my disgrace and your discomfort” 1v.2.29. ¥29 NO SOONER—
BUT is EL. E. idiom for ‘no sooner—than,’ cp. N. B.D. ‘but’ 16; but in MN.E. the verb
usually precedes the subject; the same word order occurs in 1. 2. 63, “ No more that Thane
of Cawdor shall deceive,” etc. ¥31 SURVBYING VANTAGE seems to mean ‘seeing his
opportunity,’ cp. N. E. D. ‘advantage ' 4 and Cym. 1. 3.24; but SURVEY in the sense ‘dis-
cern' is not elsewhere found in BL.E. In Rich. 3 V. 3. 15, “Let us survey the vantage of
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the field,” * vantage " refers to opportunity of place rather than to opportunity of time,
and “survey " has its usual sense of ‘ view.! %33 There are two forms of the word cap-
tain in EL.E. as in M.E., one * captain' and the other CAPITAINE; both forms continue
to be written through the 17th century, and the latter, the trisyllabic, is of constant
occurrence in books of Shakspere's time, e. g. Halle’s Chronicle, Henry viIiI, 292 b,
Cooper's Thesaurus, etc. ; cp., too, Marston as quoted in Warton-Hazlitt 1V, p. 417, “ with

farewell,capitaine,kind heart,
adew!" There can be but
little doubt that here and
in 3Hen.61v.7.30 Shakspere
used the CAPITAINE form,
though the printer of the
Folio has set the dissyllabic
word.

¥ 37 CRACKS seems here to
mean ‘shots,’ but this pas-
sageisas yet theonlyevidence
that has been cited for sucha
meaning in EL.E.: its usual
sense is ‘crash.” This double
charging of pieces is jokingly
referred to by Falstaff whenhe
hears the good news of Prince
Hal's accession: ¢Pistol,”
he says, “1 will double charge
thee withdignities’’ 2Hen.4 v.
3.130. ¥ 38 SO THEY, which
makes the verse one of six
whves with the ceesura after
THBY, is here printed as in

ACT 1 SCENE I 36—45

If I say sooth, I must report they were

As cannons over-charg'd with double cracks,

So they doubly redoubled stroakes upon the
foe:

Except they meant to bathe in reeking
wounds,

Or memorize another Golgotha,

I cannot tell.

But I am faint; my dashes cry for helpe.

KING
Sowell thy words become theeas thy wounds;;
They smack of honor both. Goe get him

surgeons.
EXIT CAPTAINE ATTENDED
ENTER ROSSE AND ANGUS
Who comes here?

RO. 1 ; some editors append it
to v. 37, others make a sepa-
rate line of it. But such ex-
pedients help little. There are
many six-wave verses in Shakspere and the EL. poets; whether they were due to
carelessness or were a permissible variation of the blank-verse structure has not yet been
made out. Such expressions as DOUBLY RBEDOUBLBD—this one occurs in Rich.21.3.80—
are frequent in EL. E., but now give offence by their tautology. %39 The captain's know-
ledge & the battle seems to end at this point: but his closing words are not so abruptly
broken off as they seem to be in MN.E., for I CANNOT TELL is 16th century idiom for ‘I
do not know what to say,’ cp. Spenser’s Faerie Queene I. 8. 34, and would be so under-
stood by an EL. audience. EXCEPT is used in its EL. sense of ‘unless,’ cp. N.E.D., and
MEMORIZE is ‘make memorable,’ cp. Hen. 8 111. 2. 52. We have precisely the same sort
of sentence in Tam. of Shr.1V.4.91: “l cannot tell, except they are busied about a
counterfeit assurance,” where the punctuation of FO. 1 —and it is the only authority for the
passage—shows that its “expect’ is a misprint for “‘except,” noticed and corrected by FO.2,
though moderneditions strangely returnto*expect.” Thissentence istherefore printedhere
asit stands in FO. I, without the dash after “telt’e’ ¥ 43 SO—ASis a regular M.E.and EL. E.
idiom corresponding to MN. E. ‘as—as.’ The stage direction of the Folio, ENTER ROSSE
AND ANGUS, which follows the captain’s exit,is altered to * Enter Ross' by modern editors
and placed after WHO COMES HERE? But Rosse and Angus in 1. 3. 88 together bring
news of Macbeth’s promotion. That Angus does not speak is no evidence for his not
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being in the scene: Donalbaine (see scene direction) does not speak at all, and Lenox only
once. ltis likely, therefore, that Shakspere intended them both to enter here as the Folio
records, Rosse somewhat in advance and alone taking part in the dialogue. In EL. stage
directions “Enter” means ‘begins to take part in the action’ and not necessarily in the
There is, therefore, no occasion for changing either the form or the position of

swer to Duncan's question;
the Folio has a period after
Rosse, but its printer rarely
uses the exclamation-point,

dialogue.
the stage direction. ¥45 Malcolm’s words seem to be rather an exclamation than an an-
ACT 1 SCENE I 46-53

LENOX

What a haste lookes through his eyes! So

should he looke
That seemes to speake things strangde.

ROSSE
God save the king!
KING
Whence cam’st thou, worthy thane ?

ROSSE

From Fiffe, great king,

Where the Norweyan banners flowt the
skie, ,

And fanne our people cold. ‘
Norway himselfe, with terrible numbers,
Assisted by that most disloyall traytor
The Thane of Cawdor, began a dismall

e.gd. GOD SAVE THE KING,
v. 47, is followed by a period.
EL.E.WORTHY haspart of the
connotation of MN. E.‘brave,’
‘valiant,’ as it had in M. B.

¥ 46 Either WHAT A HASTE
or “what haste” is idiomatic
EL.E.; but two unstressed
syllables at the beginning of a
verseareof comparativelyrare
occurrence ; and it was prob-
ably for this reason that the
editor of FO.2dropped out the
article. ¥47 SBEMES is here
used, like “seem'd” in v. 27
above and “seeme in 1. 5. 30
below,todenote somethingim-
medjately imminent, and cor-
responds to MN.E. ‘is going
to,’ ‘is about to,’ ‘is on the
point of.’ Sidney, ¢ Arcadia,’
p- 291, uses much the same

conflict, words as those Shakspere

putsintothe mouth of Lenox:
“the messenger came in with letters in his hand and hast in his countenence”; cp. also,
“And that [i.e. if] our drift [i.e. intention] looke through our bad performance” Ham.
1V.7.152, and * The businesse of this man lookes out of him” Ant.&Cl. v.1.50 (cited by Cl.
Pr.). %48 In M.E. and early New English (e.N.E.) the imperfect tense often expresses
action which in MN.E. is represented by the perfect,as CAM'ST, here ; the illustrations given
by Koch, ¢ Engl. Gram.,' p. 40, could be greatly multiplied, reaching back to Chaucer and for-
ward through the 17th century. ¥49 To an Englishman of Shakspere's time the mere un-
furling of foreign banners on %nglish soil was an insult to heaven: in John v.1.69 ff., speak-
ing of “arms invasive,” the Bastard says, *Shall a beardlesse boy . . flesh his spirit [i.e.
courage] in a warre-like soyle, Mocking the ayre with colours idlely [i.e. foolishly, rashly]
spread?” Analliance of a foreign power with discontented elements in Ireland and Scotland
was much more than a dramatic situation to Shakspere's audience, and the blood of more
than one of them had already run “cold " at the thought of it. Rosse, of course, represents
the appalling situation in present time, just as does the wounded captain in v.13. F¥50
For PANNE OUR PBOPLE COLD cp. ‘Let . . yourenemies with nodding of their plumes
fan youintodespaire” Cor.111.3.126. ¥ 51 - TERRIBLEbelongstoalargeclass of EL. words
in which an unstressed syllable—usually one containing a liquid or nasal—preceded by
a full stressed syllable and followed by one of secondary stress, was lost, and the following
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secondarily stressed syllable reduced to an unstressed syllable. These words occur in the
best literary idiom of the EL. period; many printers indicate the loss of this syllable both
in prose and poetry by an apostmfhe, showing that it was not mere Poetic license. Some
of these syncopated words are still heard, like *med’cine,” #parlous,” (‘perilous,’ with the
further change of e to a), ‘ nat'ral,” but are recognized as vulgar ; others, like “fev'rish” and
“tott'ring,” are in constant unquestioned use ; while innumerable others, like # visited” and
“enemy,’ have entirely lost their syncopated forms. ¥52 ASSISTED does not mean neces-
sarily that the Thane of Cawdor stood fighting by the side of the King of Norway: he
merely furthers the designs of the invaders, as the {lost “assists' Fenton “in his purpose”’
in Merry W.1V. 6. 3; the details are left to the imagination. The only interest that the
fact has for the tragedy of Macbeth lies in the confirmation which it gives to the first part
of the witches' prophecy,and Shakspere would have been the less Shakspere had he stopped
to describe the treachery to the satisfaction of the historical student. ¥53 In the DIS-
MALL CONPLICT, as in the “dismall fight”” which the messenger describes to the Bishop
of Winchester in IHen.6 1. 1. 105, “dismal” is used in its obsolete sense of ‘disastrous.’

The word was originally a
phrase meaning ‘an unlucky
day,’and in Shakspere's time
still retained a part of this M.E.
connotation of misfortune.

%54 THAT is a strengthen-
ing particle with M.B. and
EL.B. conjunctive adverbs
like “till,” * when,"” #if,"” etc.,
still familiar to us in Bible
English. Rosse calls Mac-
beth BELLONA'S BRIDE-
GROOME, as the wounded
soldier describes himas* Val-
our’s darling,” picturing him
as one who had newly taken
the goddess of war for his
bride. The classical incon-
sistency of making Bellona,
the maid of war,even momen-
tarily a bride—that Shak-
spere did not do it out of ig-
norance is fortunately evident
from 1Hen.41V.1.112ff.—has
not escaped the criticism of
Shakspere scholars,who offer
various mitigating explana-
tions. LAPT IN PROOFE car-
ries out the picture of this new
ﬁd of war, another “ mailed

ars" (cp. IHen.41v.1.116)
with his “armours forg'd for
proofeeterne” (cp. Ham. 11. 2.
512). ¥55 In Shakspere's
time COMPARISON had the
connotation of ‘rivalry,’ a
shade of meaning which is

ACT 1 SCENE 11 54-67

Tillthat Bellona's bridegroome, laptin proofe,
Confronted him with selfe-comparisons,
Point against point, rebellious arme 'dainst
arme

Curbing his lavish spirit; and, to conclude,
The victorie fell on us,—

KING

Great happinesse ! —
ROSSE
that now Sweno,

The Norwayes king, craves composition ;
Nor would we deigne him buriall of his men
Till he disbursed at Saint Colmes ynch
Ten thousand dollars to our generall use.

KING
No more that Thane of Cawdor shall deceive
Our bosome interest: goe pronounce his

present death,

And with his former title greet Macbeth.

ROSSE
I’le see it done.

KING
What he hath lost, noble Macbeth hath

wonne.
EXEBUNT
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prominent here, and SELFB in EL.E. was frequently used as the first element of a
compound word whose connotation was a property of the subject of the thought; cp.
4 selfe-bounty™ Oth. III. 3. 200, “selfe-danger’ Cym. Iil. 4. 149, and Jonson's “thou art
not covetous of least selfe-fame"” ‘Epig_xl'_ammes' 11, ed. 1640. ¥56 That POINT is a
metonymy for ‘sword’ is evident from “Turne face to face and bloody point to point"
John I1.1. 390, and “How often he had met you sword to sword” Cor. I11.1.13. The
text follows the punctuation of the Folio, which makes good sense, and the comma is
not put after REBELLIOUS as in many modern editions. (FO.I has a comma also after
ARME, which has been removed, for in FO. I a descriptive participial clause, as is usual in
EL. printing, is almost invariably pointed off from its noun: e.g.* And the late dignities,
Heap'd up to them” 1. 6. 19, and “we shall have cause of state, Craving us jointly"”
I1L. 1. 34, and “His silver skinne, lac'd with his golden blood” 1I. 3. 118.) As HIS is
the BL.E. equivalent of MN.E. ‘its,’ and SPIRIT a psychological term for the physical
energy supposed to reside in the members of the body, HIS probably refers to REBEL-
LIOUS ARMBE; i.e. ‘the arm of the King of -Norway, now fighting for the rebels, against
the arm of Macbeth, curbing its unbridled strength.” %57 LAVISH in MN.E. is usually
limited to unrestrained expenditure or prodigal giving; in EL. E. it had a far more general
application, e.g. “his lavish tongue” lg'len.G 11.5.47, “lavish manners’ 2Hen.4 1v.4.64.
‘;,58' GREAT HAPPINESSE means ‘what good fortunel' cp. Oth. Iil. 4. 108, where
Cassius's meeting with Desdemona provokes lago to exclaim, “Loe, the happinesse!"
The line is interjectory and the interrupted verse is continued in THAT NOW, etc.
THAT in EL.E. often expresses result, ‘so that,’ as here. ¥59 NORWAYES is EL.E.
for { Norwegians'and not a mistake for ‘ Norway'; cp. “Bnglish, Scots, Danes, Norwayes,
they Foure mighty people” Slatyer, ¢ Palealbion,’ 1619, p. 219. COMPOSITION means
‘terms of surrender,’ cp. “ Thus we are agreed; I crave our composition may be written
And seal'd betweene us,” Ant.&Cl. 11.6.58; the word has five syllables,cp.v.18. F6l
SAINT COLMES YNCH (“inch” is a Gaelic word for a small island) is now Inchcolm
in the Firth of Forth opposite Leith. %62 Minsheu, 1617, says the DOLLAR was a
“Dutch coine worth about foure shillings.” Shakspere may have had in mind, however,
the “rigs dollar” of the northern countries, which the visit of Christian IV to the court
of King James in 1606 had recently made familiar to Londoners. TO OUR GENERALL
USE is EL.B. for ‘to defray our state expenses,’ cp. * Whose ransomes did the generall
coffers fill"" Czes. 111.2. 94, and * Hath here distrayn'd the tower to his use” IHen.6 1.3.61.
¥64 In EL.B. BOSOME was used as an adjective meaning ‘close,’ ‘intimate,’ and hints at
an intimate relation between the treacherous thane and Duncan (OUR, of course, is the
majesty plural). PRESENT DEATH is ‘immediate death,’ cp. * Martius is worthy of pres-
ent death” Cor. III. 1. 211. The scene closes with a couplet, a common practice with
Elizabethan dramatists.

INTRODUCTORY NOTE TO SCENE III

Scene 111 resumes the falling lyric rhythm of Scene I; now running lightly along with
no secondarily stressed syllables, now swirling back on itself in short intervals of risin
rhythm, as in vv. 11, 12,13, 17, and 18, now poised for a moment, as in * Looke what
have,” v. 26, then madly rushing on again to be caught back in vv. 30 and 31. Then the
final rush of the chorus, “about, about,” ending with the three verses whose rhythm is
“Pedce! the chdrme'’s wolind dp,” a wonderfully fitting cadence to the series. The
witchery of such rlfxfythm is parallefz only by that of Puck’s charm in Midsummer Night's
Dream 111. 2. 148 ff. And yet, with the strange obliquity of judgement which sometimes
besets Shakspere scholarship, these verses have been thought unShaksperian.
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SCENE I1lII: A HEATH: THUNDER: ENTER THE THREE WITCHES

FIRST WITCH I-10

%1 Jonson, in a note to his

¢ Masque of Queenes,’ 1609,
tells us: “This is also sol-
emne [i. e. part of the ritual]
in their witchcraft, to be ex-
amined,either by the Divill, or
their Dame, at their meetings,
of what mischief they have
done and what they can con-
fer [‘contribute’] to a future
hurt,” subjoining referencesto
the classical literature of de-
monologdy. Shakspere makes
his witches interrogate one
another, omitting the dame
features altogether (see note
on 111.5.2). Jonson makes
them “sisters,” but Shak-
sperealwayskeepsin theback-
ground their norn character:
to him they are the “weyard

HERE hast thou beene, sister ?
SECOND WITCH. Killing swine.
§ THIRD WITCH. Sister, where
M thou?
FIRST WITCH
A saylor's wife had chestnuts in her lappe,
And mouncht and mouncht and mouncht:
‘Give me,’ quoth I.
*Aroynt thee, witch!' the rumpe-fed ronyon
cryes.
Her husband 's to Aleppo gone,
Master o' th' Tiger;
But in a syve [ 'le thither sayle,
And, like a rat without a tayle,
I 'le doe, [ 'le doe, and I 'le doe.

sisters,”” the Three Sisters of

Destiny. ¥2 Gifford in his Dialogue concerning Witches, 1603, tells us that their powers are
‘ when they are offended with any . . to hurt them in their bodies, yea, to kill them, and to
kill their cattell.” %5 The form MOUNCH,‘to chew with closed lips,’ is not uncommon in
EL.E., cp. * Mounch-present,”” Awdley, {‘The XXV orders of Knaves,' E.E.T.S,, p. 14.
GIVE ME is EL.B. for ‘dive it to me': Juliet asks the Friar for the vial with “ Give me,
give me, O tell me not of feare” in Rom.&Jul. IV.1.121. %6 AROYNT THEE is evidently
an adjuration to a witch, meaning ‘begone’; the word is used also in the same sense
in Lear 111.4.129, “aroynt thee, witch, aroynt thee!” But the locution has not yet
been found elsewhere in EL.B., cp. N.B. D.s.v. RUMPE-FED seems to be the equiva-
lent of Cotgrave's * hanchu, bumme-growne, great hipt”; with FED in its EL. sense of
‘fatted': “fed calfe” in Coverdale's version corresponds to the *fatted calf " of Luke
XV. 27, ¢cp. N. E. D. ‘fed’ b. It may, however, mean ‘fed on rumps,’ cp. * beane fed "
Mids. I1. 1. 45, and “ Had he [i. e. my father] set me to grammer schole . . instead of
treading corontoes and making fidlers fat with rumps of capon I had by this time read
homilyes” Dekker, ‘ Knights Conjuring,’ Percy Soc., p. 31. q’he abusive RONYON origi-
nally meant ‘scurvy person. In Merry W. 1V.2.193, Ford, who takes the disguised
Falstaff for a witch, cries “Out of my doore you witch . . you poulcat, you runnion.”
¥7 HER .. GONB, MASTER . . TIGER seem to be intended for two verses, though
printed as one inthe Folio. In O' TH' appears acommon EL. contraction for ¢ of the ' that
counts as but one verse impulse; the definite article is enclitic, as is shown by the EL.
printing *ithe,” a similar contraction for ‘in the,’ and “tothe,” a similar contraction for
‘to the.) These contract forms are not peculiar to poetry as in MN.E., but are found in
EL. prose as well. Collier cites an account of a voyage to ALBPPO in a ship called the
TIGER of London in 1583 as given by Hakluyt 11, pp. 247, 251, which seems to be more
than a mere coincidence, though Tiger is a common ship-name in the 16th and 17th
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centuries. ¥8 That witches went to sea in sieves was a popular belief in the 16th cen-
tury. The form “sive,” ¥ syve,” is common in EL.B.; it is our modern spelling that is
anomalous. ¥9 Steevens, 1793, states that it was a belief of the times that though a
witch could assume the form of any animal she pleased, the tail would be wanting; but
unfortunately he gives no evidence of this popular superstition. %10 DOE seems to be

used v:fuely here for ¢ work

mischief,’ like the MN.B.“1'll

ACT 1 SCENE III I1-26  4ohim!" The thrice repeated
threat has a peculiar solem-

SECOND WITCH nity,imitating thefiat, fiat,fiat

I'le give thee a winde. of an excommunication writ.
FIRST WITCH ‘l ll: Heg- :itchhgis;e;s prom-

Th' art kinde. ise her winds, which they were

opularly supposed to con-

THIRD WITCH ?rol;, cp. ):‘Thl;pwitches raise

And I another. tempests,”'etc.,Gifford,‘Dial.’

'p.74. Burton in his ‘Anat. of

FIRST WITCH el.’ says that “nothing is so

I my selfe have all the other, familiar as fg{ Wi;?hes' and

And the very ports they blow— S S

All the quarters that they know cause tempests.” WINDE in

' sh! chine ' EL.E. rhymed with KINDE.

I ,th Shlp mafl s ca.rd. ¥ 14 OTHBR is the EL. plural,

I['le dreyﬂe him drie as hay ' and that BLOW is used in the

Sleepe shall neyther night nor day sense f: ‘blngA“POD' seems
. 1. evident from “Ayre, quoth he

Hang upon his pent-house lid; thy cheekes may  blowe"

He shall live a man forbid: L.L.L. 1v.3.109, though this

Wearie sev’nights nine times nine sense is not given in N.E.D.

. . save in the phrases “to blow

Shall he dwindle, peake, and pine; one’s nails or fingers” and

Though his barke cannot be lost ;::lovghefif&" Ma';}'fhange_;
. ve been proposed to avoi

Yet it shall be tempest tost. the seeming unintelligibility of

Looke what [ have. the verse when it is read as

MN.E. Shakspere may have
had in mind the proverb quoted by Cotgrave s.v.vent, “ No one can blow him to good
whom destinie will not harbour.” %17 For I' TH’,cp.v.7. THE SHIP-MAN'S CARD is the
mariner’s compass, cp. * Not now to learne his compasse by the carde” Drayton, ¢ Bar-
rons Warres,' 111.15.6. Chaucer's “shipman " for ¢ sailor’ was still in common use in
EL.E.: Cooper defines nauta as “a shipman, a mariner,” and Shakspere speaks of *ship-
men”in Tro.&Cr.v.2.172. ¥ 18 The witch's threat I 'LE DREYNE—the word means ‘dry
up' in EL.E.—HIM DRIE AS HAY has reference to EL. psychology; cp. Burton, * Anat.
of Mel., 111.4. 2. 4, “ Fear takes away their content, and dries the blood, wasteth the
marrow ": this explains also vv. 22, 23. Shakspere in Sonnet LXIII refers to the
same notion in “With Time's injurious hand crusht and oreworne, When houres [MN. E.
‘hours of anxiety’ as in Tim. III. 1.66] have dreind his blood.” %20 The figure by
which Shakspere expresses the sleepless anxiety of the witch’s victim is taken, not
from what we know as a PENT-HOUSE (pronounced “pentice” in EL.E.), which would
describe rather the eyebrow than the eyelid, but from the EL. usage of the word in the
sense of ‘curtain’; cp. Cotgrave, * hauvens, penthouses of cloth hung before shop win-
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dows,” and L.L.L. 111.1.17. Shakspere is fond of the figure: cp. * The fringed curtaines
of thine eye advance” Temp. 1. 2. 408, and * would under peepe her lids To see th' enclosed
lights now canopied Under these windowes” Cym. 11. 2. 2I. Puck’s charm in Mids. I11.
2. 80 is “ When thou wak'st let love forbid Sleepe his seate on thy eye-lid.” %21 FOR-
BID here seems to mean ‘cursed,’ ‘banned,’ though this and a passage probably written
in imitation of Shakspere's use of the word here are the only instances given in
N.E.D. for FORBID in this sense. It may be the English equivalent of homo interdictus,
with another suggestion of excommunication. %22 The SEV'NIGHT (‘sennit’), seven
days or half a fortnight, was a common EL. measure of time that has now become poetic.
%23 Many have thought the sailor’'s dwindling away is a reference to the making of
wax figures by witches, who by their charms caused their victims to waste as the wax
melted. But the anxiety of a sea captain storm tossed and kept from haven for a yearand a
half is surely sufficient cause for his dwindling away ; see note on “dreyne’ above. PEAKE
is used by Shakspere, but in
i e o e % ACT | SCENE 111

am.11.2.594 ; Kersey,1708,

27-37

gives*peaking,thatisof sickly
constitution”; so ‘Glosso-
raphia,’ 1707 ; and Sewell’s
utcll: Dictior}:u}yk glosses
‘peaking, siekelyk, -
nende’' ; * peaked,”* sicklg?gs
still common in English dia-
lects and often heard in the
United States. ¥ 24 THOUGH
HIS BARKE CANNOT BE
LOST seemsto beoneof those
limitations which often condi-
tioned themischief of witches ;
but possibly a hint at the fate
character of the Three Sisters
of Destiny is meant.

¥32 The WEYWARD SIS-
TERSare part of the Macbeth
legend. Shakspere undoubt-
edly derived his knowledge
of them from Holinshed, who
says that “these women were

SECOND WITCH
Shew me! shew me!
FIRST WITCH
Here I have a pilot's thumbe,
Wrackt as homeward he did come.
DRUM WITHIN
~ THIRD WITCH
A drumme, a drumme!
Macbeth doth come.
ALL
The weyward sisters, hand in hand,
Posters of the sea and land,
Thus doe gdoe, about, about:
Thrice to thine, and thrice to mine,
And thrice againe to make up nine—
Peace! the charme’s wound up.

either the weird sisters, that is (as ye would say) the goddesses of destinie, or else some
nymphs or feiries indued with knowledge of Erophesie by their necromantical science.” The
w‘:n'dp “weird" is a 16th century Northern English form of M.E. “werd,” meaning ‘fate,’
‘destiny.” Douglas uses “werd sisters” to render Parcae in An. I11.379, ed. Small,
11, p. 142, v. 24. For the place of these fate sisters in Germanic mythology see J. Grimm,
‘Deutsche Mythologie,’ I, p. 379 ff. It is not strange that in the EL. imagination these
beings should be confused with witches: Slatyer's Palealbion, 1619, refers to them
as witches; Simon Forman, who saw Macbeth played in 1610, calls them #3 women
feiries or nimphes,” i. e. witches and enchantresses— Saxo Grammaticus calls the norns
ngmphae; Skinner, ‘ Btymologicon,’ explaining *weirdes,” says the term efiam sagas
seu pythonissas notat" ; Coles, 1713, glosses * wieres" (misprint for * wierdes ?) * witches,
destinies.” %33 POSTERS is EL.E. for ‘couriers,’ cp. gotgrave, “courrier, a post, or,
a poster.”” The significance of the number three in demonology is so common as
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scarcely to be worth remark. This witches' dance Jonson probably had in mind when he
wrote his dance song in the ‘Masque of Queenes,’ 1609: but the cadence rhythm of
the finale in Shakspere’s lyric “ Peace! the charme’s wound up!” is quite lacking in
Jonson's “ And our charmes advance.”

“ About, about, and about,

Till the mist arise, and the lights flie out,
The images neither be seene, nor felt;
The wollen burne, and the waxen melt;
Sprinkle your liquors upon the ground,
And into the ayre; around, around,

Around, around,

Around, around,

Till a musique sound,

And the pase be found,

To which we may dance,

And our charmes advance."”

Whether the form WEYWARD, WBYARD be a phonetic Southern English rendering of
the Northern “weird,” or due to a confusion with “wayward” (‘morose,’ ‘grim,’ ‘per-
verse'in BL. E.), WAYWARD SISTERS, and not “weird sisters,” was the phrase by wﬁ?ch
these creatures were known in England during the 17th century: e. g. Th. Heywood,
“The Late Witches of Lancashire,’ 1633, *you look like one of the Scottish wayward sis-
ters” (quoted from Hudson's note in Furness's Variorum); Sewell, Dutch Dict., glosses
“the wayward sisters, de Hexen, Kéllen." It can scarcely be, therefore, a mere mis-
print for “weird," as Theobald and modern editors suppose. Such a term as WAY-
WARD SISTERS, ‘the gloomy sisters,’ ‘the grim sisters,’ presents a not uncommon
association of ideas, cp. fata perversa and Old Norse grimmar as applied to the norns.
In view of these facts and Shakspere's use of the word as a dissyllable, the Folio spelling
WEYWARD and WEYARD is retained. From Shakspere's spelling “ Seyward” and “ Sey-

}on" b’e'low, “vlveyward,"

ACT 1 SCENE I 38-43 o urd Sounded asif spelod in
ENTER MACBETH -AND BANQUO WMN. E. “way-ard.”

MACBETH In ¥ 38 Macbeth refers to the

So foule and faire a day I have not seene. ;231';2‘::$2h°£§;3;;:it::

BANQUO Boswell-Stone, p. 21, tells us

How farre is 't call'd to Foris? What are
these,

So wither'd and so wilde in their attyre,

That looke not like th’inhabitants o’ th'
earth

And yet are on't? Live you, or are you
aught

That man may question? You seeme to
understand me

17

Hthe Scots after this victory
caused . . thankstobegivento
almightic God, that had sent
them so faire a day over their
enemies.” ¥39 The Folio
misprints* Soris" for FORIS,
an BL. form of modern
% Porres" (dissyllabic). The
place is on the Moray Firth,
tenmiles W.S.W.of B{gin,and
more than a hundred miles
from Kingcorne and Inch-
colm, near which the battle
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took place. Holinshed intro-
duces the incident of Mac-
beth's meeting the witches as
occurring “shortly after” the
battle: Shakspere seems to
consider it as happening im-
mediately after. WHAT is
the M.E. and EL.E. inter-
rogative relative correspond-
ing to the Latin ?ualis, ‘what
sort of persons,’ cp. “what
were these” Temp. III.
3.20. ¥40 WILDE means
‘strange,’ ‘fantastic’: Holins-
hed mentions their ‘‘strange
and wild apparell.” ¥43 The
word QUESTION had a wider
range of meaning in EL. B.
than it has now, and meant
‘converse with,’ ‘talk to';
hence the YOU SEEME TO
UNDERSTAND ME that fol-
lows. The verse is a good
illustration _of the extra
rhythmical syllable before the
caesural pause.

¥ 44 Their CHOPPIE FIN-
GERS were ‘fissured with
wrinkles'; cp. “Her cheeks
with chops and wrincles
were disguiz'd” Lucr. 1452.
%45 YOU SHOULD BE is
‘one would expect you to
be,! with SHOULD in the
M.E. sense of the auxiliary.
¥46 BEARDS were sup-
posed to be characteristic_of
witches: Evans in Merry W.
IV. 2. 202, says “By yea
and no, I thinke the 'oman
is a witch indeede: I like not
when a 'oman has a great
peard; I spie a great peard
under his muffler.” INTER-
PRETE is somewhat loosely
used in EL.E.in the sense
of ‘rendering into specific
terms’; cp. 111.6.1,*My for-
mer speeches havebut hit your
thoughts, Which can interpret
farther,” i. e. ‘you can put
them in words for yourself.'

ACT 1 SCENE 111

By each at once her choppie finder laying
Upon her skinnie lips. You should be
women, i
And yet your beards forbid me to interprete

That you are so.
MACBETH
Speake, if you can: what are you ?
FIRST WITCH
All haile, Macbeth! Haile to thee, Thane of
Glamis!

44-61

SECOND WITCH
All haile, Macbeth! Haile to thee, Thane of
Cawdor!
THIRD WITCH
All haile, Macbeth, that shalt be king here-
after!
BANQUO
Good sir, why doe you start, and seeme to
feare
Things that doe sound so faire?
TO WITCHES
[’ th' name of truth,
Are ye fantasticall, or that indeed
Which outwardly ye shew?” My noble part-
ner
You greet with present grace and great pre-
diction
Of noble having and of royall hope,
That he seemes wrapt withall; to me you
speake not.
If you can looke into the seedes of time
And say which graine will grow and which
will not,
Speake then to me, who neyther begge nor
feare
Your favors nor your hate.
18
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% 48 The rhythms of the first two prophecies are identical, thus: "/ / X/ ||/ * /"7 x 7 X5 the
third has its last phrase slightly slowed ' "’/ ' * diving a peculiar finale effect to the
prediction, an interesting improvement upon Holinshed's # Aﬁ Haile Macbeth Thane of
Glamis! Haile, Macbeth, Thane of Cawdor! All haile Macbeth, that hereafter shalt be
King of Scotland!” %53 PANTASTICALL is the regular EL. word for ‘imaginary’;
:f. 1.3.139 and N.E.D. I; here it means ‘creatures of the imagination. %54 SHEW has
ready occurred in its BL. sense of ‘appear,’ cp.1.2.15. PARTNER is commonly used
in EL. B. in the sense of ‘companion,’ ‘colleague’; in Cor. V. 3. 2 Coriolanus calls Aufidius
his “partner,” so in 1.3.142. %55 GRACE is more than ‘favour’ here: rather ‘good
fortune’ (N.E.D. 10), as in Ham.1.3.53,%A double blessing is a double lg-lface." F¥56
HAVING is BL. E. for ! property,’ ‘estate’; cp. Jonson, ‘ Bvery Man in his Humour' 1. 4,
% Lyein a water-bearer’s house ! a Gentleman of his havings!” %57 THAT corresponds to
MN. E. ‘so that,’ as in 1.2.57. WRAPT is a common 17th century spelling for ‘rapt,’ proba-
bly due to confusing the word in the EL. idiom ‘rapt in,’ i.e. ‘dazed by,’ which occurs in 1. 5. 6,
with “wraptin,” ‘wrapped in,' ‘enfolded by, WITHALL is in EL.E. an adverb, like the Ger-
man ‘damit,’ and corresponds to MN. B. ‘with it,’ ‘with them,’ etc. These half jesting
words of Banquo's show what a deep impression the witches' prophecy has made on Mac-
beth’s mind. %58 SEBEDES and *germins,” as in 1V. 1. 59, were favorite 17th century forms
under which to think of the elements of the universe; TIME connoted a much wider range
of association in EL.E. than it does now, being often used as here for the general course
of t;}ingﬁ. In 2Hen.4 111 1.

80 ff. the same notion oc-

ACT 1 . SCENE 111 62-72 curs: “There is a historie in
’ all men’s lives, Figuring the

FIRST WITCH nature of the times deceas'd:
Hayle! The Whicl-]: gbs&’r.v'lc‘i, a man
may prophecie With a neere
SECOND WITCH ayme of the maine chance of
Hayle! ;I;ings }.:\sh yet n}olt co;::d to
ite, which in their es
I THIRD WITCH And weake beginnings lye
Hay le! entreasured ; Such things be-
FIRST WITCH come ’t’he hatch and brood of

Lesser then Macbeth, and greater. Time.
SECOND WITCH ¥62 ff. Again the formal

rhythm series thrice repeated
Not so happy, yet much happyer. A again “Thou hH ot

THIRD WITCH kings, though thou be none,”

: . withthefinale effect. HAPPY
Thou shalt gdet kings, though thou be none: of cousso, has here its BL.

So all haile, Macbeth and Banquo! meaning of ‘fortunate.’ F69
FIRST WITCH - The change in the order of

. names implies an equal distri-
Banquo a‘.‘d Macbeth, all haile! bution of favor, as in Ham.

MACBETH IL. 2. 33, where the king's
. ¢ i
Stay, you imperfect speakers; tell me more! ! Thankes, Rosincrance and

entle Guildensterne” is fol-
By Sinell's death I know I am Thane of Foved by the queen’s kindly

Glamis, “Thankes, Gui densf:zrne and
But how of Cawdor? the Thane of Cawdor ﬁﬁgﬁet?;ﬁ?f}?:; I Mp:gz
lives, FECT SPEAKERS because of
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the incompleteness, not be-
cause of the unintelligibility
of what they have said: the
adj. “perfect” in EL.E. con-
notes completeness of infor-
mation; cp. “perfect’st re-
port’'1.5.2,and*in your state
of honor I am Perfect," i.e.
‘well informed,’ 1V. 2. 66.
¥ 71 The death of Sinel—the
name seems originally to
have been ‘Finel,’ corrupted
through the likeness of the

ACT 1 SCENE III

A prosperous gentleman: and to be king

Stands not within the prospect of beleefe,

Nomore then tobe Cawdor. Sayfrom whence

You owe this strange intelligence, or why

Upon this blasted heath you stop our way

\X;i)tb such prophetique greeting? Speake, |
charge you.

73—78

WITCHES VANISH

written forms of S and F to
“Sinel,” as was ‘Foris,’ to
“Soris" above—is mentioned by Holinshed in connection with the First Witch's salutation
“ All haile, Macbeth, thane of Glammis (for he had entered into that dignitie and office by the
death of his father Sinell).” %72 Macbeth may well be ignorant of Cawdor’s treachery.
Shakspere's words, as pointed out above, do not imply that the traitor was present
at the battle. %74 STANDS NOT WITHIN THBE PROSPECT OF BELEEFE is like
#Shall come . . into the eye and prospect of his soule” Ado IV.1.231, and * Nothing that
can be can come betweene me and the full prospect of my hopes’ Tw. N.111.4.90, with the
word used to connote a mental range of vision. EL. thinking was full of such metaphors
for the perceptive powers of the mind; cp. N.E.D. ‘eye’ 4 c and 8. The double negative
STANDS NOT . . NO MORE violates only our modern notions of grammar; in literary
English up to the 17th century, and still in popular English, such idioms are common.
¥ 75 The two parallel forms “thanne” and ‘“thenne” in M.E. remained in EL.E. as THAN
and THEN; ‘than’has since been set apart for use in comparison, while ‘then’ remains
temporal. ¥76 The word OWE in O.E. and M.E. meant ‘to possess,’ ‘to obtain,’ as well
as ‘to be under obligation to,’ a double meaning still retained in Shakspere's time. ¥78
-que in PROPHETIQUE is merely the French spelling of a final k, giving such EL.E.

forms as “musique,” “an-
tique"” (still preserved), * poli-
tique,” etc.

%79 The Folio reads HA'S,
as often; but this is a mere
gratuitous piece of philologi-
cal information—and incor-
rect, as such information usu-
ally is—on the part of the
printer, who seems to have
supposed that ‘“has” was
formed from ‘“haves” by
dropping theve. ¥80THESE
ARE OF THEM, i.e. ‘these
are some of them,’ is a parti-
tive genitive idiom, now obso-
lete, but common in the 17th
century ; cp. % He sent thither
straight of the best soldiers he
had about him"" North, ‘ Plu-
tarch,’ ed. 1595, p. 240. ARE

ACT 1 SCENE III

BANQUO
The earth hath bubbles as the water has,

And these are of them: whither are they van-
ish'd?

79-85

MACBETH
Into the ayre; and what seem'd corporall
Melted as breath into the winde.
Would they had stay'd!

BANQUO
Were such things here as we doe speake
about ?
Or have we eaten on the insane root
That takes the reason prisoner ?
20
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THEY VANISH'D is another M.E. and EL.B. idiom still familiar from Bible English, but
obsolete in our thinking, through which ‘is,’ not ‘have,’ forms the auxiliary for past time
with verbs of motion. ¥ 8I CORPORALL‘ is BL.B. for ‘u.xat,erial,' “?ubstantial’ j_cp-
N.E. D.,h especf:mllily the quotation fro:lr:e leest, Sytn'lvaol?ﬂ)%:;la;al'ua,d 1592, kCorporal tl;mgs
are such as of their own nature may be felt or seen. ern editors take MELTED from
the next verse and add it to this, bringing up WOULD THBY HAD STAY'D, which is printed
as a separate verse in the Folio, to fill the measure of v. 82. This quite mars the graphic
rhythm in ¢ Melted as breath,” and the effect of astonishment produced by the incom-
plete verse following with its necessary pause after WINDE. Despite the fact that the
verse division of FO. I is not always to be trusted, the verses are Erobably correct as the{
stand; but the reader may make the improvement for himself if his sense of rhythm will
justify it.f ‘I‘Sz qug hntA"B{.,T ir& Xxg slelnésee of ;fgje"l?w;};,;cg&“th; ]I:;g);q W was meltegl{ilg
a vapour from her si en.8&Ad. . o or s a common EL.
idiom corresponding to MN.E. ‘eat of,’ ‘taste of,’ cp. N.E.D. ‘eat’ 3 c. INSANE in the
sense of ‘making insane’ seems to be a translation of insana in ‘herba insana,’ the name
P% which henbaneB W&lsl klnowr: ir:i Sll;ael;sp;{,el’ls tsl;ne.“ HDOE:e, "lllu:lt{:‘;i?ns,' I,p. 37:’, quo}es
atman uppon Bartholome,’ ed. y ,87: “Henbaneis c nsana, mad, . . for
if it be eat or dronke it breedeth madnesse . . Therefore this hearb is called commonly
Mirilidium for it taketh away wit and reason’; cp. Holyoke's Latin Dictionary, 1677,
s.v. tins'a'nué ' :1 “ inisg;:ga IzTrbai'l her:hane sichdic;turhperbmetc:'nonggztk quia comedintes gaci{
insanas" : Coles, , also has “insana herba, henbane. spere may have been
thinkin“g of tll:e “roots of ?erl:llock," cp.f lx. 1. 125, l:efirred tc;‘ in Grecfne's Never Too Late,
1590: ou have eaten of the roots of hemlock, that makes men's eyes conceit unseen
objects’ (cited by Steevens), and either borrowed the epithet from ¥ herba insana” or
J y ' P
confounded Fhenbane and
hemlock. lorio's  gloss
ACT 1 SCENE III 86-—-88 Ycicuta, henbane, kex and
hearbe bennet' showsclearly

MACBETH such a confusion, for cicuta
Your children shall be kings. is Latin for hemlock, for
which ‘“kex” and “herb- -
BANQUO bennet” (herba benedicta)
You shall be king. are EL.E. equivalents.
MACBETH ¥87 Inrepeatingthe THANE

And ¢ Thane of Cawdor,’too: went it notso? OFCAWDOR Macbeth prob-
ably imitated the peculiar

BANQUO rhyth:n which marked the

To th’ selfe-same tune and words. Who 's Witch's prophecy, and thus

3 occasioned Banquo's remark

here? which follows. Thereference

ENTER ROSSE AND ANGUS in TUNE,v. 88, is to rhythm,

nottomelody : oneof Webbe's

rules of poetry,‘A Discourse of English Poesie,’ 1586, ed. Arber, p. 57, is that a “meeter

or verse . . be proportionable to the tune whereby it is to be measured.” It is the prompt

fulfilment of the * Thane of Cawdor” part of the prophecy that is the key to Macbeth’s

implicit belief in the supernatural power of the witches: cp. 1.3.119, 122, 133. And

Shakspere keeps these words before our minds, not varying their order or stress rela-

tions, so that the title comes to have an ominous ring in the early part of the play. With

the same iterating insistence *Birnam wood” and “Dunsinane’ are thrust upon the

attention later on, till they, too, come to have an ominous ring. ¥88 Such EL.E. forms

as TO TH' have already been explained; this is one of the four-wave verses that are
frequent in Macbeth. ‘
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F¥91 IN goes with READES
rather than with VENTURE,
and the phrase means ‘infers
from,' ¢ gathers from'; cp.“In
the modesty of fearefull duty
P'.e. a duty performed fear-
ully] I read as much as from
the rattling tongue” Mids. v.
101, and “read not my blem-
ishes in the world's report”
Ant.&Cl. 11. 3. 5; cp. too,
IHen.41v.1.49. This notion
of ‘inference’ was promi-
nently attached to the word in
M.E., continued through the
17th century (cp. e.g. Coles,
1679, “read, ghess, divino"),
and survives in some MN.E.
phrases like “read one's se-
cret.”” FIGHT was up to the
beginning of the 18th century
used to connote the action of
fighting, a sense of the word
preserved in‘valiant in fight,’
‘to show fight'! Shakspere
calls Mars the god of fight
in Ven.&Ad. 114 (cp. N.E.D.
1), and Cooper, ‘ Thesaurus,’
glosses “aspera pugna sur-

it"” by “sore fight begin-
neth.,” ‘F ighting’ seemsto be
the sense intended here, and

ACT I SCENE III

ROSSE
The king hath happily receiv'd, Macbeth,
The newes of thy successe: and when he
reades
Thy personall venture in the rebel’s fight,
His wonders and his prayses doe contend
Which should be thine or his: silenc'd with
that,
In viewing o're the rest o' th' selfe-same day,
He findes thee in the stout Norweyan rankes,

89—-103

- Nothing afeard of what thy selfe didst make,

Strange images of death. As thick as haile
Ran post with post, and every one did beare
Thy prayses in his kingdomes great defence,
And powr’'d them downe before him.
ANGUS

Wee are sent
To give thee from our royall master thanks
Onely to harrold thee into his sight,
Not pay thee.

REBELS of FO. I is therefore singular, Rosse's meaning being: ‘When he infers from the
rebel’s fighting what your personal risk was,’ etc. ¥93 THINE and HIS seem to be used
here as objective genitives,and the sense to be‘contend which should take the form of praise
due to Macbeth’s prowess and which should take the form of wonder affecting Duncan at
Macbeth's miracurous escape from danger.’ A similar use of HIS occurs in “gazing in
a doubt Whether those peales of praise be his or no,” Merch. I11. 2. 146, and a similar
use of ‘contend’ in * Death and Nature doe contend about them, Whether they live or dye”
11.2.7. Duncan is nonplussed by (the preposition WITH as often in EL.E. corresponds
to MN.E. ‘by’) this contention: cp. ‘ Phraseologia Generalis,’ Cambridge, 1681, “he was
quite blank ; silent; at a non plus: . . obstupuit.” %95 STOUT means ‘proud’ as well
as ‘bold’ in EL.E.; cp. * As stout and proud as he were lord of all” 2Hen.61.1.187. ¥96
NOTHING is adverbial, ‘not at all,’ and AFEARD OF is a common EL.E. synonym of
‘frightened by.” %97 For the meaning of STRANGE IMAGES OF DEATH, i.e. ‘unusual
types or forms of death,’ cp. “images of revolt” Lear 11.4.91. Purchas in his ¢ Pilgrim-
age,’ vol. v, describing the destruction of Jerusalem, says: “ Everywheer the eye is enter-
tayned with differing spectacles of diversified Deaths™ ; and Sidney, ‘ Arcadia’ (Sommer's
repr., p. 268) makes use of the same notion in * So was the face therof [i.e. of the earth]
hidden with dead bodies to whome Death had come masked in diverse manners.” THICK
AS HAILE: (misprinted in FO. I “Thick as Tale”) is a common EL. comparison, cp.
‘Phr. Gen.,’ “as thick as hail,in modum grandinis,"” and Purchas, ‘ Pilgrimage,’ v.901,% The
fowles flew over them as thicke as haile.” %98 RAN, likewise, is misprinted “Can"
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in FO. 1. Many editors read *Came" ; but ‘run’ is of common occurrence in connection
with POST, ‘ messenger,’ and involves only one misprint, while  Came" involves three.
¥ 102 ONELY TO is used, as the punctuation shows, in its EL. sense of ‘merely in order
to’; cp. “as fond fathers Having bound up the threatning twigs of birch Onely to stick it

in their children's sight Por terror” Meas. 1.3.25. Misapprehending this sense, modern -
editors alter the comma of the Folio after THANKS to a semicolon, which led Hudson

to conjecture that WEB ARE SENT should be “we are not sent.”

ACT 1 SCENE 111

ROSSE |
And for an earnest of a greater honor,
He bad me, from him, call thee thane of
Cawdor:

104-117

In which addition, haile, most worthy thane !

For it is thine.
BANQUO
What! can the devill speake true?
MACBETH
The Thane of Cawdor lives: why doe you
dresse me ,
In borrowed robes?
ANGUS
Who was the thane lives yet,
But under heavie judgement beares that life
Which he deserves to loose. Whether he
was combin'd
With those of Norway, or did lyne the rebell
With hidden helpe and vantage, or that with
both
He labour'd in his countreyes wracke, I know
not; _
But treasons capitall, confess'd and prov'd,
Have overthrowne him.
) MACBETH
ASIDE
‘Glamys," and ‘ Thane of Cawdor’!
The greatest is behinde.

TO ROSSE AND ANGUS

Thankes for your paines.
23

HARROLD is an EL.
form of MN.E. “herald,” cp.
N.E.D. ¥105 FROM HIM
means ‘by his authority,’ cp.
“Jdoit..from Lord Angelo
by speciall charge” Meas. I.
2. 123, not ‘as a favor from,
him,’ as the MN. E. words sug-
gest. ¥106 ADDITION is
a regular EL. synonym for
‘title, cp. 111. 1.100. ¥ 107
DEVILL is ?enerally mono-
syllabic, ‘ deel,’ in Shakspere,
cp. Schmidt's Shaks. Lexi-
con for instances. This,
wrongly supposed a dialect
form, is common in EL. liter-
ary English, and is no more
dialect than is our MN.BE,
“ill" from “evill,” “ivill”
¥109 WHO is M.B. and
EL.E. syntax corresponding
to MN.BE. ‘he who.” ¥1I0
BEARES seems here to be
used in its sense of ‘possess,’
‘ maintain,’ ‘keep,’ cp. *beare
a charmed life” V. 8. 12.
FI111 COMBIN'D carries
with it the meaning ‘in league
with'; BL.E. “combination”
is a regular word for ‘league,’
‘alliance’, N.B.D. 4c. It is
best to treat the verse as one
of six waves, notwithstanding
that WHETHER is often a
monosyllable, “wher,” in
EL.E., for “cémbined"” is not
found in Shakspere. F112
LYNE is EL. B. for ‘furnish,’
‘support’; cp. “who lin'd
himselfe with hope” 2Hen.4
1.3.27. ¥113 VANTAGE is
EL.E. for ‘opportunity,’ ‘ad-
vantage,’ cp. I. 2. 31; THAT
inM.B.and early New English
(e.N.B.) often serves, as here,
to repeat a connective; cp. L.
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7.4. Rosse and Angus know
only the fact of Cawdor's
treachery, and their Aifnorance
of its details, like Macbeth's
ignorance of the fact, vaguely
points to secret treachery on
Cawdor’'s part.

¥119 GAVE.. TO is EL.E.
for ‘declared that I was’; cp.
Rom.&Jul. 1V.5.116, “1 will
give you the minstrell”; we
still use the idiom in “to give
the lie direct.” The stress
seems to be on ME as con-
trasted with THEM : possibly
anelisionwasintended hereas
in“t'our,” “t'an,” “t' whom,"
cp. note on 1. 6. 24, “t'" for
‘to’ before infinitives begin-
ning with a consonant fre-
quently occurs in Ben Jon-
son, fikewise “unt'” and

ACT 1 SCENE III 118—127

TO BANQUO

Doe you nothopeyour children shall bekings,

When those that gave the ‘ Thane of Caw-
dor’ to me

Promis'd no lesse to them?

BANQUO

That, trusted home,
Might yet enkindle you unto the crowne,
Besides the Thane of Cawdor. But 'tis

strangde: '

And oftentimes, to winne us to our harme,
The instruments of darknesse tell us truths,
Winne us with honest trifles to betray s
In deepest consequence.

TO ROSSE AND ANGUS

“int'” before. following pro-
nouns. F¥120 NO LESSE,
i.e. ‘nothing less than king-
ship.” The periodinstead of theinterrogation-pointafter THEM in FO. I seemstobe a misprint.
It must be borne in mind that Macbeth and Banquo are jesting; cp. Holinshed, p. 170
(Stone's ed., p. 24), “this [the meeting with the witches] was reputed at the first but some
vaine fantasticall illusion by Mackbeth and Banquho, insomucE that Banquho would call
Mackbeth in jest King of Scotland; and Mackbeth againe would call him in sport like-
wise the father of manie kin%f." HOME is an EL. adverb meaning ‘thorougily,' ‘en-
tirely,’ cp. “revenged home" Lear 111. 3. 13, “satisfie home" Cym.III.5.92, “know . .
home" .Kll's W. V. 3. 3, and Cotgrave “d fonds de cuve, throughly, fully, largely, home.”
¥ 121 ENKINDLE TO is EL.E. for ‘incite to obtain,’cp.N.E.D.I' b. %123 AND indicates
an ellipsis of “perhaps true, for.” These witches are to Banquo's mind the agents of
Satan: Gifforcf,) ‘ Dialogue,’ Percy Soc., p. 36, says the devils “deale by such instruments”
as witches, and, p. 22, quotes S. Paul as calling the “divils” “the rulers of the dark-
nesse of this world" ; on p. 55 he writes “they make shew of doing good unto men only of a
most cruell and murtherous purpose, even to draw men deeper into the pit of hell with them.”
(Thelattercitation is in Shaks. Soc. Trans.,'80-85, pt.1,Proceedings for Feb.9, 1883, p.63.)
%125 TRIFLESin EL.E. still had its M.E. meaning of ‘tricks,’ cp. % some enchanted triffle
to abuse [ MN.E. ‘deceive’] me” Temp. V. 112 ; and this meaning, with HONEST in the sense
of ‘seeming true,’ as in ‘ honest slanders” Ado III. 1. 84, appears to be implied by Banquo.
Such contractions as BETRAY'S are common in EL.E. ¥126 IN is EL.E. for ‘into,’
cp. ‘‘draw in(to) consequence'” N.E. D. ‘consequence’ 1 b. DEEPEST is EL.E. for MN.E.
‘gravest,’ and CONSEQUENCE has sharper reference to succession than now. So that
Banquo’s words do not so much mean ‘are faithful to us in matters of small importance
and cLetray us in matters of serious consequence,’ but rather ‘win our confidence in
order to seduce us into grave error.’” Macbeth has affected by his jest to make light of a
%rediction which at the same time promises kingship to himself and to Banquo's children :

anquo’s retort, though in jest, at once unmasks the affectation and parries its implication
that the prophecy means as much for him as it does for Macbeth—YOU has a slight

24

Cousins, a word, [ pray you.
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verse-stress: ‘If you wanted to believe the prediction concerning the kingship this ap-
parent conflict in details would only serve as “yet" another confirmation of it “besides
the Thane of Cawdor.”’ He does not explain his words further, but their import lies in
the fact that Macbeth has no heir. In Holinshed Macbeth draws Banquo into his con-
spiracy ; but in Shakspere Banquo never even admits to Macbeth his community of interest
in the witches’ prediction, though Shakspere hints that he was not unaffected by the words
of the weird sisters; cp.11l. 1. 6 and I1. 1. 20. Banquo's latter words, foreshadowing the
‘deep consequence’ of Macbeth’s trust in the instruments of darkness, whether a dramatic
aside—and they may well be such, for asides are not indicated in the Folio—or a general
remark, the deep meaning of which Macbeth already absorbed in thoughts of his own
great future fails to catch, are the theme of the tragedy. Macbeth’s “betrayal” has its
“final consequence” in a fact which is essentially tragic; but its deeper tragedy lies in the

shattering of his whole man-

hood which attends the very

ACT 1 SCENE III 127-138  ufiret motion” of his “dread.
ful” purpose, a tragic conse-

MACBETH quence which he now becomes

ASIDBE aware of. He unconsciously

thinks of the new and unreal
world in which he finds him-
self as a scene from a play.

Two truths are told,
As happy prologues to the swelling act

imperiall theame.
Of the | pert ¢ ¥ 127 The significance of the

TWO lies in the fact that the
death of the Thane of Glamis

TO ROSSE AND ANGUS

I thanke you, dentlemen.
ASIDE

This supernaturall solliciting

and the consequent succes-
sion of Macbeth to his father's
earldom were circumstances
which, for some reason or

other, the witches were not
likely to know of. Shakspere
leaves this to our imagination,
nor does Holinshed throw
any light upon the matter.
¥ 128 HAPPY herepractically
means ‘felicitously written,’
cp. “happy verse” Timon I.
I. 16. PROLOGUES were
often prefixed to the several
acts of a play, as in Hen.5.
SWELLING had in EL.E. the
connotation of ‘ proud,’ ‘ mag-
nificent,’ cp. Baret, ‘Alvea-
rie,’ “ to begin to swell, to wax
proud and stately, s'enfler,” and “ swelling scene” Hen.5, Prol. 4. ¥129 IMPERIALL illus-
trates a common EL.E. use of the adjective where MN.E. prefers the preposition and noun;
the phrase is equivalent to ‘theme of empire,’ just as “generall use” in 1.2.62 corresponds
to MN.E. ‘expenditures of state.” THEAME in EL.E. denotes the subject of an action as
well as the subject of a thought or discussion, cp. Cor. 1i.2.61. GENTLEMEN was often
dissyllabic in literary EL. E.and frequently printed “dent'men’ : ‘gen’men,’ heard among
cultivated people of the South and corrupted by the negroes to ¢ gemmen,’ may be a descen-
dant of this EL.form. ¥ 130 SOLLICITING is ‘advocacy of my interests,’ not ‘temptation,’
as it is usually understood to mean; cp.1V.3.149. FI131 ILL seems to mean ‘dangerous,’

25

Cannot be ill; cannot be good: if ill,

Why hath it diven me earnest of successe,

Commencing in a truth? 1 am Thane of
Cawdor:

If good, why doe I yeeld to. that sugdestion

Whose horrid image doth unfixe my heire

And make my seated heart knock at my
ribbes

Against the use of nature? Present feares

Are lesse then horrible imaginings:
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‘likely to turn out badly,’ not ‘wicked’; cp. 1 told thee they [i.e. prawnes] were ill for
a greene wound” 2Hen.4 11.1.106 (N.E.D.3). %132 EARNEST is used in its now rather
unusual sense of ‘pledge’; and SUCCESSE in EL.E. had more notion of sequence than it
now has. ¥133 I AM was probably intended for the contraction “1'm."” 134 GOOD,
the opposite of ILL, means ‘tending to well-being,’ N.E.D.7 b. Macbeth is not thinking
of the moral consequences of the *suggestion,” but of the effect his yielding to it has on
his “state of man”; as far as its relation to Macbeth's character goes, the deed is already
done. He is not struggling with temptation, as he seems to be when his words are read
as MN.E., but is becoming aware of a confusion of soul brought about by his willingness
to employ instruments of darkness whose watchword is “faire is foul and foul is faire.”
He is yielding unresistantly ; his conflict with the powers of evil is over, if it ever took
place ; the mere perception of the fact that supernatural influencesare working in his favour
crystallizes his ambition so that no solvent of conscience or scruple, no “milk of human
kindness” can do other than trouble and muddy his peace of mind with realizations of
“consequence” which a sting of pride or pang of fear will straight drive back to kennel.
His ‘moral reason,’ if we may use the term, is dethroned.

This agitation of mind forebodes disaster: cp. * As heavines foretels some harme at
hand, So minds disturb'd presage ensuing ills” Bodenham, ‘ Belvedere,' ed. 1600, p. 160.
SUGGESTION in EL.E. also connotes ‘temptation,’ cp. * Suggestions are to other as to
me” L.L.L.1.1.159. %135 IMAGE expresses a realization of a situation by imagination
like MN.E. ‘idea,’cp.  the image of it gives me content already” Meas. I11.1.270. UNFIXE
is of course merely ‘to loosen,’ and not a misprint for “upfix,” cp. 1V.1.96 and Ham.
1.5.18, a notion carried further in ¥ 136 SEATED [i.e. fixedl. Steevens quotes ‘ Para-
dise Lost’ VI.643: “From thir foundations loosning to and fro They pluckt. the seated
hills.” 9137 AGAINST THE USE OF NATURE seems to mean, not that such symp-
toms of fear are unnatural, but that they are unusual to Macbeth: NATURE in EL.E. fre-
quently means ‘character,’ ‘disposition,’ cp. 11.4.16, and USE commonly means ‘custom,’
cp.1.3.146. If THE has here the definite sense it has in 1.2.6 and is equivalent to a light
MN.E. ‘my,’ the expression is like that found in North's Plutarch, p. 1071: “Cassius . .
was full of thoughts [i.e. anxieties], although it was against his nature.” FEARES is
EL.E. for‘objects of fear,' ¢ things to be feared,’ cp. N.E.D.5d. PRESENT,i.e.‘present before
one,’ such danlgers as Macbeth has been used to confronting; Harrison, ¢ Description of
England,’ ed. Furnivall, I. p. 13, writing of the excommunication of King John, speaks of the
then archbishop as “the present Archbishop of Canturburie,” meanini‘the archbishop
who was present at the meeting between king and clergy at Lincoln. acbeth's words
reveal a sense of changed character: he recognizes it by the presence of fear, which has

. hitherto been a stranger to him, and of indecision, which is likewise unfamiliar ; he sees its
effects in a constraint of conduct as if he were already under suspicion, and in an inability
to determine essential relations as if he were already insane.

The passage that follows must be understood in terms of EL. psychology, by which
the ego, with its controlling powers of will, conscience, and right imagination making
for the good, is conceived as the head of a state, having the “mortal instruments”
of the body as its executive agents. The best comment on the passage is found in
Cees. 11.1.63 ff., where Shakspere describes the effect of a murderous purpose on Brutus’s
mind, saying that ¢ All the interval between the first conception of a dreadful purpose and
its execution is a ‘“phantasma’ or a hideous dream: the personality of the individual
(““genius™) and his bodily powers (the “mortal instruments”) are then in secret sym-
pathy (“in councell”),’ “and the state of man, Like to a little kingdome, suffers then The
nature of an [i.e. a kind of] insurrection”; i.e. will and conscience are deposed, and the
man is no longer master of himself and of his acts. It is a state of mind to which all is
nightmare, a hideous dream, which brings its subject to “thinke that which is nothynge is
somwhat, and fele that thyng which he feleth not and to se that thing which he seeth not.”
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Such dreams are, accordin
runner of “madnes named
or illusyons of the devyll.”

ACT 1 SCENE III 139-144

My thought, whose murther yet is but fan-
tasticall,
Shakes so my single state of man that
function
Is smother’'d in surmise, and nothing is
But what is not.
BANQUO
TO ROSSE AND ANGUS
Looke how our partner's rapt.

MACBETH
ASIDE
If chance will have me king, why, chance
may crowne me, .

Without my stirre.

MACBETH

to Boorde's Dietary, E.E.T.S. selections, p. 79, the fore-
ania,”” and a cause of them is “fantasticalnes, or collucion
This awful nightmare of 'soul is the price of Macbeth’s col-

lusion with the instruments of
darkness. He shall “sleep no
more,” but on the “torture of
the minde " shall “lye in rest-
lesse extasie” till, spent with
life, he shall cry, “it is a tale
Told by an ideot, full of sound
and fury, Signifying nothing.”

%139 In EL.E. the word

"THOUGHT covered a far

wider range of association
than it doesin MN.E., and in-
cluded ‘purpose,’ ‘design,’
‘hope,’ ‘expectation’ : herethe
purpose notion seems upper-
most, Macbeth's ambitiggeof
kingship now doubly strong
from the trust he has in the
witches’ prediction. Theword
is used in the sense of ‘ambi-
tion' in Jonson's Sejanus
V.1.34: 4] did not live till
now ; this [i.e. this is] my first
hower, Wherein 1 see my

thoughts reach'd by my power.” The murderous aspects of this THOUGHT are as yet only
FANTASTICALL, i.e. ‘imaginary’ (cp.l.3.53), but they shake Macbeth’s hitherto SINGLE,
i.e. ‘simple,’ ‘united,’ ‘harmonious,’ STATE OF MAN into mutiny and insurrection. ¥ 140
The notion of the soul of man being a kingdom is not an uncommon one in EL.E. Jonson,
in ‘Every Man in his Humour’ 11. 3, ed. 1640, p.20, makes use of a similar figure :

“1Is 't like [i.e. likely] that factious beauty will preserve
The publicke wea.f'e of Chastitie unshaken, '
When such strong motives [i.e. impulses, “ thoughts "] muster and make head
Against her single peace?”

(It is interesting to note that “ Will. Shakspeare’ was the first of the * Principall Come-
dians” in this play when it was acted in 1598, and probably played the réle of Kitely, the
actor who speaks these words.) Cp. also Lear 111.1.10 and 2Hen.4 1v.3.118. The same
psychology occurs in John 1V.2.245:

“Nay, in the body of this fleshly land,
This kingdome, this confine of blood and breathe,
Hostilitie, and civill tumult reignes
Between my conscience and my cosin’s death.”

EL.E. RUNCTION is defined in N. B. D. as ‘activity of intellectual powers’ ; the word seems
here to refer to such normal activity as is revealed in outward conduct, desture ; cp. “his
whole function suiting With formes to [i.e. accordin% to] his conceit” Ham.11.2.582.
¥ 141 To SURMISE in EL.E. is ‘to accuse,’ ‘to bring forward a charge,’ cp. Baret's Al-
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vearie, *to surmise, or devise a forded crime” ; here, and in the phrase “such exufflicate
and blow'd surmises” Oth.111.3.182, the noun also seems to have this connotation of
‘accusation.’ Macbeth's self-accusation renders him powerless to control his conduct.
Unlike lago, who boasts “1 am not what I am,” whose very element is duplicity and un-
reality, Macbeth, man of action and realities as he is, is appalled by his situation : % nothing

is but what is not."”
beth’s RAPT state.
panion’ in EL.E.
.. of stirresabroad" Ant.&Cl.
1.4.82. Macbeth's decision
to let chance run its course
is continued in vv. 146, 147.

¥ 144 COME seems to be the
verb, not the participle, and
the construction one of those
EL.4m0 kowov idioms through
which asingle verb is made to
do duty for two subjects—
‘New honors come upon him
asdo our newgarments,which
assume their proper shape
only with thewearing.’ LIKBE
as an adverb is common in
EL.B. ¥145 STRANGEhas
its BL. sense of ‘new,’ ‘un-
familiar’ %147 Macbeth's
proverbial ﬁhilosophy con-
tinues the thought of v. 143
and means that the most
unpromising day has its op-
rortunity,notCotgrave’s“the
ongest day will have a dawn-
ing,” i.e. cometo an end. As
Fate is on his side, he will
await Fate’s opportunity, not
seek toforestaﬁ it. Theprov-
erb has not yet been found
in the form which Macbeth
uses, but there can be little
doubt as to its meaning:
TIME and HOURE are con-
stantly used in EL.E. in the
sense of ‘fitting time' and

¥ 142 Banquo’s remark and his explanation call attention to Mac-
PARTNER, as has already been pointed out, merely means ‘com-
¥ 144 STIRRE is EL.E. for ‘action,’ ‘activity,’ cp. *you shall know

ACT 1 SCENE III

BANQUO
TO ROSSE AND ANGUS

New honors come upon him
Like our strange' garments cleave not to
their mould
But with the aid of use.

MACBETH

144-152

ASIDE

Come what come may,

Time and the houre runs through the rough-
est day. .

, BANQUO
Worthy Macbeth, wee stay upon yourleysure.

MACBETH
Give me your favour: my dull braine was
wrought

With.things forgotten.

TO ROSSE AND ANGUS

, Kinde gentlemen, your paines
Are registred where every day I turne

The leafe to reade them. Let us toward

the king.

‘appointed hour’; cp. “Wee see which way the streame of Time doth runne, And are
enforc’d from our most quiet there, by the rough torrent of occasion"” 2Hen.4 1v.1.70 ff.
The singular verb with plural subject is an idiom found in almost every EL. writer. To
our strict classic notions of congruence it seems ungrammatical, but it is far too frequent
in the best writers of the 16th century to allow us to suppose that it gave offence to a 16th
century audience. ¥148 WEE STAY UPON YOUR LEYSURE is a conventional phrase
meaning ‘we wait for you,' cp. N.E.D. ‘leisure’ 3 c. ¥149 Macbeth's answer is also
conventional and is tantamount to ‘ Pardon my absent-mindedness’; cp. # Pray give me
favour, sir’” Hen.8 1.1.168. The division of the following verses, 149-156, in the Folio is
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Give . . favour, My . . forgotten, Kinde . . regdistred, Where . . leafe, To . . them,
Let . . upon, What . . time, The . . speake. EL.WROUGHT, the preterite of “work,"”
means ‘anxiously occupied with’; cp. “thy heart’'s workings” Sonn. XCII], I1, and “1
am sicke with working of my thoughts”.1Hen.6 v.5.86. In ¥ 150 we have the extra syl-
lable before the ceesura as in 1.3.72. Macbeth’s words already smack of sovereignty
as he tells Rosse and Angdus that their services are noted down in the ‘tablets of his mem-
ory.’ ¥152 Such omissions of the verb are common in M.E. and EL.E. and still occur

in MN.E. logtry. TOWM}D

is monosyllabic ; intervocalic
ACT 1 SCENE III 153-156 ) 'in such words, including

" " :
TO BANQUO Bclz‘c')\é/.ard, is often lost in

Thinke upon what hath chanc'd, and at more

time, :'!5}.3 AT MORE TIME is
The interim having weigh'd it, let us speake u‘:'{;of::gr: f;‘;,‘;ﬁ;"Jt Ty
Our free hearts each to other.. 1.3.49, and “at more leasure
. you shall understand of me”

BANQUO Sidney, ‘ Arcadia,’ p. 60, illus-

trating a very common M.E.

Vefy gladly. and EL.RB. use of “more” in

MACBETH the, sense of ‘gdreater,’ ‘bet-
. . " ter,! ‘stronger,’ etc. F154
Till then, enough. Come, friends. INTERIM seems to be the sub-

EXEUNT ject of HAVING WEIGH'D,

: ‘lapse of time having enabled

us to see the matter in its true light.! It is italicized in the Folio because a foreifn word
in Shakspere's time, cp. “all the Interim is” Cees.11.1.64. There is no adverbial phrase
“the interim” in N.B.D.: when the notion is adverbial “the" is omitted. ¥ 155 FREE
HEARTS is EL.E. for ‘frank, unrestrained thoughts,’ cp. *speake his very heart” Wint.T.
1V.4.575,and “give me leave To have free speech with you' Meas.1.1.78. But Macbeth
and Banquo never speak ‘“their free hearts each to other”: their conversation about
their meeting with the witches is from first to last equivocal. Bven here Macbeth uses a
wordfor‘frank’ that also means‘innocent.! Banquodoes “thinke upon what hath chanc’d,"”
and deeply too: but to talk freely about it is impossible ; see the opening verses of Act 111.

INTRODUCTORY NOTE TO SCENE IV

Like so many of Shakspere's scenes, this one begins with the end of an action. Cawdor's
execution, li{e his treason, is kept in the background, for it is the effect which flows
from it and not the fact itself which is of interest to the play. It furnishes a linking
association, too, between the scenes in the fact that Cawdor’s discovered treachery is
of little consequence to Duncan compared with the intended treachery of Macbeth.
Steevens thought that Shakspere, in describing the execution of Cawdor, had in mind
Essex’s behaviour on the scaffold in 1601: this may well be, though such scenes were
not uncommon in the London of Shakspere's day. The motive for the immediate
execution of the murder which Scene 1V leads up to is contained in 48 ff. Macbeth has -
been the natural heir to the crown after Duncan. Duncan’s making of his son Prince of
Cumberland is tantamount to settling the succession on him, a consequence which
Macbeth’s victory brings about. This act of Duncan’s brings Macbeth's ambition to a
head and makes it impossible for chance to crown him king without his stir.
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SCENE 1V: THE PALACE AT FORRES: FLOURISH
ENTER KING MALCOLME
DONALBAINE. LENOX AND ATTENDANTS

¥ I The Folio verse division,
Is . .Cawdor,Or. . return'd,
My .. back, But . . die, Who
. . hee, Confess'd . . pardon,
And . . repentance, Nothing
. . him, Like . . dy'de, is un-
doubtedly incorrect. Butitisa
question whether OR is a mis-
print for “are”; such omis-
sions of the verb where it can
be supplied from the context
are frequently found in M.E.
and e.N.B., and the king's
question seems to be a double
one: cp. “And I, my Lord,
am Mandricard of Mexico,
Whose climate fairer than
Iberia’s"" Greene, ‘Orl. Fur.!
60, where the modern editor
also assumes a misprint : the
words are therefore printed
asinthe Folio,despite Dyce's
“school-girl,"” who would be
the person mostlikely to “ per-
ceive that or is a misprint for
are”” ¥2 IN COMMISSION
is a legal expression meaning
‘authorized to hold trial’; cp.
“itismyCosin Silenceincom-
mission with mee” 2Hen.4
111.2.97. ¥3 Perfect par-

I-14
KING
IS execution done on Cawdor; or
not
| Those in commission yet re-
§ turn'd?
MALCOLME
My liege,
They are not yet come back. But I have

spoke
With one that saw him die, who did report
That very frankly hee confess'd his treasons,
Implor'd your highnesse pardon and set forth
A deepe repentance: nothing in his life
Became him like the leaving it; hee dy'de
As one that had beene studied in his death
To throw away the dearest thing he ow'd,
As 't were a carelesse trifle.
KING

There's no art
To finde the mindes construction in the face:
He was a gentleman on whom I built
An absolute trust.

ticiples had two forms in M.E. according as the O. E. final n was lost or retained, and
many of these double forms survived in EL.E. MN.E. usually prefers the form with-
out the -n, but in such words as ‘grown,’ ‘shown,’ ‘spoken,’ ‘taken’ the -n has been re-
tained: so that Shakspere’s SPOKE, which is good EL.B., appears to us ungrammatical.
¥ 6 Words, like HIGHNESSE, ending in -es had no possessive case in M.E. In e.N.E.
they sometimes, especially in the case of proper nouns, make the genitive with “his,” but
are often uninflected as here; the apostrophe after the s is a modern device. SET FORTH
is in EL.E. ‘to declare publicly,’ a meaning still occasionally met with in MN.E. ¥7 BEL.
DEEPE, with words of emotion indicating intensity of feeling, has a somewhat wider ap-
plication thanin MN.E.,cp. N.B.D. 8 b; though no instances are there cited for EL.E., this
one seems sufficiently clear. A ‘deep sense of sin'” would be entirely consonant with
MN.E. idiom, but hardly a “deep repentance.” ¥9 STUDIED, ‘trained,’ ‘practised,’ is
in EL.E, used of persons as well as of manner; cp. North's Plutarch, 1593, p. 759,
“besides that rare gift [i.e. of speaking well] he [Ceesar] was excellently well stucﬁed, so
that doubtlesse he was counted the second man for eloquence in his time.” %10 OWB
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has here the meaning of ‘possess,’ cp. 1.3.76. ¥ 11 ASin M.E. and e.N.E. is often equiv-
alent to MN.E. ‘as if’ and is followed by the subjunctive mood. CARELESSE is EL.E. for
‘uncared for,’ cp. “their careless harmes” Spenser, ‘ Faerie Queene’ 1V.4.38 (N.E.D. 4 a).

ART TO FINDE is a M.E. and ¢.N.E. idiom whose MN.E. form would be ‘art of finding.'

ACT 1 SCENE IV 14-27

ENTER MACBETH BANQUO ROSSE AND ANGUS
O worthyest cousin,
The sinne of my ingratitude even now
Was heavie on me. Thou art so farre before,
That swiftest wing of recompence is slow
To overtake thee. Would thou hadst lesse
deserv'd,
That the proportion both of thanks and pay-
ment
Might have beene mine! onely I have left to
say,
More is thy due then more then all can pay.

MACBETH
The service and the loyaltie I owe,
In doing it, payes it selfe. Your highnesse
art

Is }:o receive our duties: and our duties

Are to your throne and state children and
servants;

Which doe but what they should, by doing
every thing

Safe toward your love and honor.

¥ 12 CONSTRUCTION is
‘interpretation,’ cp. “O ille-
gitimate construction]” Ado
111.4.50. %14 ABSOLUTE
was often clipped in EL.E. to
“abs'lute,” cp. #1 speake not
as in absolute feare of you”
1V.3.38. Duncan's remark
about Cawdor,followed bythe
immediate entrance of Mac-
beth, has a peculiar pathos.

¥ 16 contains the extra syl-
lable before the caesura with
a reversal after it. F¥17 In
BL.E. the articleis often omit-
ted before the superlative de-

: a similar instance oc-
cursinlIIl. 3.21,“We havelost
beste halfe of our affaire” ; cp.
“in servilst place” Drayton,
‘Leg.of Dukeof N.,’ Sp. Soc.,
11.419. WING is EL.E. for
‘flight’ and is not a metony-
myas it seemstobein MN.E. ;
cp. ‘“they stoupe with the
like wing” Hen.5 1V.1.112;
a similar notion occurs in
Wint.T.V.2.62,“whichlames
reporttofollowit.” ¥ 19 PRO-
PORTION is ‘portion,’ ‘allot-
ment’in EL. E.,cp. “her prom-
is'd proportions Came short,
of composition” Meas. V. 1.
219; it seems here to be used
in an active sense and mean

¢proper apportioning.' ¥20 MINE here means ‘in my power,’ cp. “let that be mine,”
i.e. ‘a thing for me to attend to,’ Meas.11.2.12. ONELY and other EL. adverbs had not
that fixity of position which they have in MN.E.; cp. “onely I say,” i.e. ‘1 only say,'11I.
6.2, and “onely in the world I fil up a place” A.Y.L.1.2.204. Duncan means ‘it is only
left for me to say.” ¥22 OWE has both meanings here (cp. note on 1.4.10) : ‘the service
I owe you and the loyaltie I feel,’ for Macbeth would hardly represent his loyalty as an
obligation ; but the two notions are as one, and in the latter part of the sentence are repre-
sented by IT SELFE: ‘in what I have done the pleasure of service and the honour of loyalty
reward themselves.! Macbeth's heart is not “free’ and both words and rhythm reflect his
embarrassment. His thought, however, is the same as is contained in the king's words to
Wolsey, Hen.8111.2.179 ff., ¥ i’airely answer'd: A loyall and obedient subject is Therein
illustrated, the honor of it Does pay the act of it,"” i.e. the honour of loyalty rewards the act

of obedience. ¥24 DUTIES is used in both senses, ‘marks of respect due to a superior’
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and ‘obligation,’ especially that of loyalty. ¥ 25 ff. The oneis personal (THRONE) and in-
volves obedience (CHILDREN), the other is official (STATE) and involves loyalty (SER-
VANTS): the throne’s reward of the one duty is (v.27) LOVE, the state's reward of the
other is HONOR: as obedient children subjects are ‘sure’ of the one, as loyal servants
they are ‘secure’ as to the other. Macbeth may also mean that this loving and willing
service makes those who tender it SAFE, i.e. ‘beyond the power of doing harm,’ cp. 111.4.25
and Baret, ‘ Alyearie,’ “1 have kept my mind safe from committing anie evill or mischief.”
That ‘compelled services are dangerous’ was a current aphorism in Shakspere’s time.
“'T is a studied not a present thought, By duty ruminated.” The words SAFE, etc., have
given great difficulty to Shakspere editors: but to ‘do a thing safe’ is not English idiom, cp.
N.E.D.‘do’; “safe” as the EL. adverb for ‘ safely’ does not make sense ; and *safe to ward'
spoils the metre besides causing an awkward inversion. The words refer, not to ‘doing,’
but to “children and servants.” The text is here printed as in 'FO. I except that its line
division, In . . selfe, Your . . duties, And . . state, Children . . should, By .. love, And ..
honor, is altered to make perfect verses.

F¥29 GROWING, ‘fruitage,’ cp.N.E.D.2 b; the word was also used in EL.E. of ‘advan-
cing in power,’ cp.“ Men grow not in the state, but as they are planted Warme in his fa-

vours” Jonson, ¢Sejanus’
V.10, and “Had he done so
to great and growing men,
They might have liv'd tobeare,
and he to taste Their fruites of
dutie” Rich.2 111.4.61. ¥ 30
NOR .. KNOWNE NOLESSE,
i.e. ‘and . . no lesse acknow-
ledged,’ with the common EL.
double-negative construction
and NO LESSE in the sense
of ‘as much.’ ¥32 Banquo
plays upon the word GROW,
thinking of it in the sense
of ‘becoming fixed, ‘attached
to.! Milton puns on the word
in ‘Par. Lost’ XII 351:
“grown In wealth and multi-
tude, factious they grow."”
%33 YOUR OWNE, ‘to your
advantage, not mine.! %34
WANTON has here the.sense
of ‘capricious,’ and IN FUL-
NESSE means ‘by reason of
satiety,’ cp. N.E.D. 4. ¥35
DROPS was more frequently
used in EL.E. for ‘tears’ than
now ; cp. “drops of modestie”
Merch. 11.2.195, “these fool-
ish drops" ibid. II. 3. 13, and
“sorrowfull drops” Titus V.
3. 154. The missing un-
stressed verse impulse marks
the pause between the two
thoughts. ¥ 37 ff.: The plural

ACT 1 SCENE IV

KING
Welcome hither:
I have begun to plant thee, and will labour
Tomaketheefull of growing. Noble Banquo,
That hast no lesse deserv'd, nor must be
knowne
No lesse to have done so: let me enfold thee

And hold thee to my heart.

BANQUO
There if I grow,

27-40

The harvest is your owne.

KING
- My plenteous joyes,

Wanton in fulnesse, seeke to hide themselves
Indrops of sorrow. Sonnes, kinsmen, thanes,
And you whose places are the nearest, know,
We will establish our estate upon
Our eldest, Malcolme, whom we name here-

after
The Prince of Cumberland: which honor

must
Not unaccompanied invest him onely,
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ACT 1 SCENE IV 41-53

But signes of noblenesse, like starres, shall
shine '
On all deservers.
TO MACBETH
From hence to Envernes,
And binde us further to you.

MACBETH
The rest is labor, which is not us'd for you:
['le be my selfe the herbenger, and make
joyfull
The hearing of my wife with your approach;
So humbly take my leave.

KING
My worthy Cawdor!
MACBETH
- ASIDE

The Prince of Cumberland! that is a step
On which I must fall downe, or else o're-
leape,
_For in my way it lyes.
fires,
Let not light see my black and deepe desires:
The eye winke at the hand; yet let that bee,
Which the eye feares, when it is done, to see.
EXIT

Starres, hide your

the heavens.

MACBETH

of majesty is usually used in
M.E.ande.N. E.when princes
speak. ‘To establish the es-
tate upon' is EL. legal phrase-
ology for fixing the succes-
sion, cp. ‘Phr. Gen.,’ “an
estate, or right, and title, jus,
autoritas.” Thetitle PRINCB
OF CUMBERLAND was the
official style of the Scottish
heir apparent, corresponding
to ‘Prince of Wales' in the
Bnglish succession. Holins-
hed says, “shortlie after [the
weird sisters episode] Dun-
cane .. made theelder of them,
called Malcolme, prince of
Cumberland as it were there-
by to appoint him his succes-
sor in the kingdome, immedi-
ately after his deceasse ; the
prince was still under age, ac-
cording to Holinshed, and but
for this appointment by the
will of the sovereign Macbeth
wasthe next heir to the crown
until Malcolm came of age;
hence hisasidein vv. 48 ff.,and
Malcolm’s % This murtherous
shaft that's shot Hath not yet
lighted" in 11.3.147.

¥ 41 SIGNES in EL.EB. means
‘markes of distinction,’ SIP
“leaving me no signe . . To

‘shew the world I am a gentle-

man" Rich.2111.1.25 ; thereis
also a graceful referencein the
word to the constellations of

¥ 42 ENVERNES, the Folio spelling of MN.E. ‘Inverness,’ follows Holins-

hed. Modern Scotch place-names in “Inver-" were in Middle Scotch “Enver-,” or
“Bnner-," cp. Bruce, ed. Skeat, XVI. 549, IX. 34, etc.; these earlier forms doubtless
remained in the spelling of the 16th century; e.g. “Innerness” occurs in Drummond’s
History of Scotland, 1655, p. 65. ¥44 REST is used in its EL. sense of ‘ease,’ ‘idle-
ness’; cp. “ My rest and negligence befriends thee now"” Tro.&Cr.v.6.17. ¥45 A HER-
BENGER was a royal messenger sent to purvey lodgings for the king and his suite, N.B.D. 2.
The late M.B (I. M.E.) form of this word, “harbeger,” “harbiger,” developed an n before
the g in e.N.E., like “messager,” “messenger.” But the form without n was still in
use in the 16th century, and this would be subject to the EL. syncopation and become
HARB'GER ; Shakspere probablyintended this dissyllabic form here,as gdiddleton evidently
does in his ¢Virgin K:artyr,’ 1622, 1.1.6: “The harbinger to prepare their entertainment.”
¥ 48 STEP in EL.B. means both ‘round of a ladder’ (cp. its gloss “climacter” in ‘ Phr.
Gen.") and ‘promotion.” The same play of meaning is found in Hen.8 11.4.112: “ You have
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by fortune and his Highnesse favors, Gone slightly o're lowe steppes, and now are
mounted,” etc. ¥49 As the vowel of LEAPE was still long e in EL.E., not i as now, the
word rhymed with “step,” cp.noteon1.1.6. ¥50 EL.STARRES included the sun and
moon as well as the stars and planets. ¥52 WINKE in EL. E. was used to connote more
than a momentgry closing of

the eyes, cp. Sonn. LVI. 6,

“ill 1¥hy, hungrie eies, even ACT 1 SCENE 1V 54-58
till they winck with fulnesse,”

and “good boy, winke at me, KING

and say thousaw'stmee not”  True, worthy Banquo, he is full so valiant;

g:’;’;:i'vl;f'"‘ Theverbis A4 in his commendations I am fed;
It is a banquet to me. Let's after him,

%54 As often in Shakspere, Whosecare is gone before to bid us welcome:
the imagination must supply

the preceding conversation: Itis a I-)eef'elesse kinsman.

Banquo has been praising

Macbeth’s prowessand Dun- FLOURISH: EXEUNT
can agrees: ‘he is quite as

brave as you sayheis.’! %55 The HIS is, of course, objective genitive, ‘ with commen-
dations of him.” A similar notion occurs in “cram’s with prayse and make’s as fat as
tame things” Wint.T. 1.2.91. ¥57 CARE is ‘loving regarcs' cp. “The reverent care I
beare unto my lord” 2Hen.6 111.1.34. ¥ 58 IT IS in M.E. and EL.E. is frequently used for
‘he is’ to express affection; cp. Marston, “'T is a good boy" ¢ Antonio and Mellida,’
lllo lo ]050

INTRODUCTORY NOTE TO SCENB V

Lady Macbeth's influence over her husband, the details of her plan to murder Duncan,
and her part in carrying it out, do not belong to the story of Duncan's murder as told by *
Holinshed, who merely says: “but speciallie his wife lay sore upon him to attempt the
thing, as she that was verie ambitious, burning in unquenchable desire to beare the name
of queene,” p. 171. But on pp. 150 ff. is the story of the murder of King Duff, one of
Duncan's predecessors: how King Duff hanged Donwald’s kinsmen; how Donwald’s
wife, perceiving the manifest tokens of his grief, “ceased not to travell with him till she
understood” its cause; how she “bare no lesse malice toward the king"” and “counselled
him to make him awaie”; how #Donwald being the more kindled in wrath by the words
of his wife determined to follow her advice.” The scene opens abruptly. Lady Macbeth
is reading the latter part of Macbeth's letter as she enters. Davenant thought the opening
too abrupt, and prefixed an introductory dialogue between Lady Macbeth and Lady Mac-
duff about their absent husbands. But there can be little doubt that Davenant quite mis-
construed the scene. It is one of Shakspere's characteristics to plunge in medias res,
leaving the imagination to supply the preceding action. We are led to suppose that let-
ters were written by Macbethin the interval between Scenes 111 and IV ; we are made to
infer, too, from Lady Macbeth's intimate knowledge of her husband's character that she
was ‘partner’ in his counsels, and in her “chastise with the valour of my tongue’ we read
as clearly as words can say it the secret of her influence over him. Itis just such touches
as these that distinguish Shakspere’s plays from those of his Elizabethan contemporaries ;
and it is this trick of his, by which he makes the mere turn of a phrase do the work of
categoric statement or of extended dialogue and action, that gives his plays their remark-
able literary interest.
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SCENE V: INVERNBSS: MACBETH'S CASTLE: ENTER

MACBETH'S WIFE ALONE WITH A LETTER

LADY MACBETH READING
NHEY met me in the day of suc-

perfect’st report, they have more
in them then mortall knowledge.
8 When I burnt in desire to ques-
tion them further, they made themselvesayre,
into which they vanish’d. Whiles I stood
rapt in the wonder of it, came missives from
the king, who all-hail’d me * Thane of Caw-
dor’; by which title, before, these weyward
sisters saluted me and referr'd me to the com-
ming on of time, with ¢ Haile, king that shalt
be!” This have I thought dood to deliver

thee, my dearest partner of greatnesse, that

I-15

¥1 IN THE DAY OF sUC-
CESSE means ‘on the day
of victory’: IN is frequently
used in EL.E. where MN.E.
requires ‘on,’ cp. “that our
armies joyn not in a hot day”
2Hen.4,1.2.234, and “in the
day of battell” Rich.3 1v.
4.188. ¥3 PERFECT'ST,
‘most accurate,’ cp. “a per-
fect guesse’”2Hen.4 111.1.88.
REPORT may be a reference
to inquiries that Macbeth has
instituted; but if THE is
equivalent to ¢ their,’ and RE-
PORT has its common BEL.
meaning, ‘a statement of
facts,’ the superlative might
have its EL. absolute signifi-
cation and the whole phrase
mean ‘their very accurate
statements’ ; cp. “observe his

thou might'st not loose the dues of rejoycing reports for me," i.e, ‘what he
by being ignorant of what greatnesse is prom- isay)s' Xlﬁx't P‘?Jrroles is ?:makqi
) : 1 ing), s W. I 1.46, an
is'd thee. Lay it to thy heart, and farewell.” éonn e to the Queenc after
his owne report,” ie. ‘ac-
cording to his own statement’ Cym. Iv.2.119; cp., too, Cooper, “ nuntiatio, a report, a
shewing or declaring.”” The superlative ending was affixed to polysyllabic words in
M.E. and e.N.E., and EL. superlatives were commonly contracted as here: e.g. “fertilst
soyle” Drayton, ‘Harmony of Church,’ Per. Soc., p. 8; “welcomst” Jonson; ¢ Silent
Woman,' 1640, p.462. ¥F6 WHILBS is an EL. form of ‘while.’ RAPT IN is ‘carried
away by,’ cp. 1.3.142. ¥7 MISSIVES, ‘messengers,’ cp. “did gibe my misive out
of audience” Ant.&Cl. 11.2.74. ALL-HAILE, cp. Cotgrave, “saluer, to salute, greet, all-
haile,” and Florio, “salutare, to salute, to greet, to al-haile” (latter quotation in CL Pr.).
%9 The notion in REFERR’D seems to be that of appealing his claim to higher power:
cp. Kersey, Dict., 1708, “refer, to leave to ones judgment or determination” ; and COM-
MING ON looks as if it related to the advent of a judde, a meaning which the phrase
seems to have in Hen.5 1.2.289, “ But this lyes all within the wil of God, To whom I do
appeale, and in whose name, Tel you the Dolphin, I am comming on, To venge me as I
may.”” But as this meaning is not supported by N.E.D. we shall have to take COM-
MING ON in its sense of ‘maturing’'—*to the fulness of time.! ¥ 12 DELIVER, ‘tell,’
‘{communicate,’ cp. “her verie words Didst thou deliver to me” BErr. 11.2.166. F13
LOOSE is an EL. spelling for ‘lose,’ cp. “loosing his verdure” Two Gent. I.1.49, and
#This deceit looses the name of craft” Mer . V.5.239. (‘Loose’ and ‘lose’ were
identical in M.E.; MN.E.‘loose’ with the voiceless s is due to the influence of the adjec-
tive.) THE DUBES is ‘thy dues,’ i.e. ‘thy rightful share in the joy of my success.’ e
spirit of Macbeth's letter bespeaks an intimate relation between him and his wife, of
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which Shakspere gives us
glimpses all through the early
partofthe play. %17 FEARE
in EL.E. means ‘to fear for,’
‘be concerned about,’ cp.
Ham. 1v. 5. 122, where the
king says, * Do not feare our
person: There's such di-
vinity doth hedge a king,”
etc. NATURE has here its
usual EL. meaning of ‘char-
acter,’ cp. 1. 3. 137. ¥18
O' TH',cp.noteto1.3.7. HU-
MANE is EL. spellin‘f for
‘human’; ‘himan’ and ‘hu-
mdne’ is a stress-distinction
laterthan Shakspere. Theex-

ressions “milke of humane

indnesse' and* sweet milke
of concord” 1V.3.98 were in
EL.E.striking metaphors, the
first of which has become
familiar idiom. Goneril ac-
cuses Albany of “milky gen-
tlenesse” and ‘“harmefull
mildnesse” in Lear 1. 4. 364 ff.
(cited by Cl. Pr.). ¥19 TO
CATCHTHENEERESTWAY
is ‘to see the shortest road to
the fulfilment of your ambi-
tion,’ cp. “He conceiveth
(catcheth) all things, who
desireth to do it" Come-
nius, ‘Janua Linguarum’ 12,
WOULD'ST here and in
v. 21 preserves the original
independent meaning of the
auxiliary,‘desirest.” ¥ 21 ILL-
NESSE is EL.E for ‘unscru-
pulousness,’ cp. N.BE.D. I.
EL. HIGH denotes carnest-

ACT 1 SCENE V

Glamys thou art, and Cawdor, and shalt be

What thou art promis’d: yet doe I feare thy
nature;

It is too full o' th’ milke of humane kindnesse:

To catch the neerest way. Thou would'st
be great;

Art not without ambition, but without :

The illnesse should attend it. What thou
would’st highly,

That would’st thou holily: would'st not play
false,

And yet would'st wrongly winne. Thould'st
have, great Glamys,

That which cryes “ Thus thou must doe" if
thou have it,

And that which rather thou do’st feare to doe

Then wishest should be undone. High thee
hither, '

That I may powre my spirits in thine eare,

And chastise with the valour of my tongue

All that impeides thee from the golden round

Which fate and metaphysicall ayde doth
seeme

To have thee crown'd withall.

1631

ENTER MESSENGER

What is your tidings?

ness of anﬁfeeling, cp. “ A high hope for a low heaven” L.L.L.1.1.196 and MN.E. “high

hopes."”

ere HIGHLY seems to refer to the intensity of Macbeth's ambition,cp.N.E.D.5.

§22 HOLILY frequently occurs in EL.E. with the meaning ‘in a scrupulous way,’ cp.
N.E.D.2. Vv.22-24 have occasioned great difficulty to Shakspere editors. Thereare no

uotation-marks in the Folio and the verse division is Thould'st . . cryes, Thus. . it, And. .
goe. Noneof the emendationsand explanationsclears away the difficulty, which seemsto lie
in an EL. émd xotvod construction by which CRYES is first used in its sense of ‘exclaim-
ing’ and is then understood in its other EL. sense of ‘demanding’ with a direct object
after it. ‘This latter sense we have in Oth. 1.3.277, “ Th’ affaire cries hast. Such syn-
taxis found alsoin Merch. 11.4. 30, “ she hath directed How I shall take her from her Father's
house, ¥sc. directed in the sense of ‘communicated,’ N.E.D. 2 b] What gpold and jewels
she is furnisht with, What pages suite she hath in readinesse,” and in Pericles, Prol.,
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‘“to keep [i.e. retain] her still and [sc. keep in the sense of ‘hold’] men in awe.”
meaning, then, is ‘ Thould'st have, great Glamis, that which cries “Thus must thou do,”
etc,, . . and requires that which thou,’ etc. %26 TO BE UNDONE means ‘not to be
done,’ cp. “un-provokes,” ‘fails to provoke,’ 11.3.32; this is a frequent signification of
the prefix in EL.B. HIGH is not a misprint for “hie,"” ‘to hasten,’ due to confusion of the
verb with the adjective, but a regular BEL.E. spelling of the word; cp. M.E. *highen.”
Lady Macbeth’s shrewd and clear-cut analysis of her husband’s character has already been
foreshadowed in Macbeth's own words, 1.4.52, “let that bee which the eye feares, when it
is done, to see.”” His weakness comes to the fore again in 1.7.16 ff., and follows him
like a Nemesis all through the play, lashing him with whips of steel. She sums it upin the
words “humane kindnesse” —a strain of sentimentality, a touch of human sympathy that
makes him kin with his victim. Like many a brave man, he is both superstitious and
sentimental. He can shed blood relentlessly in the heat of battle and action, but cold-
blooded murder he balks at. Without her instigation he never would have ‘screwed his
courage to the sticking-point.” F¥27 SPIRITS, ‘vigor,' ‘enerdy,’ cp. # Faire daughter you
doe draw my spirits from me, With new lamenting ancient over-sights” 2Hen.411.3.46.
%28 CHASTISE is stressed on the first syllable in EL.E., cp. note on the word in N. E. D.
It has also the connotation of putting down rebellion, N.E.D.3b. %29 IMPEIDES
seems to be a spelling of “impede"” based on the analogy of “receive,” etc.; so “theis,”
“feitures,” “retreit,” etc., occur frequently in EL.E. ROUND is one of the words for

‘circle’ in M.E. and e.N.E.;

Shakspere frequently uses it

ACT 1 SCENE v 32-39 for ‘crown’; cp. 1vV.1.88 and
“With rounds of waxen tapers
MESSENGER on their heads” Merry W.

The king comes here to-night.

LADY MACBETH |
Thou 'rt mad to say it.
Is not thy master with him? who, wer 't so,
Would have inform'd for preparation.

MESSENGER
So please you, it is true: our thane is com-
ming:
One of my fellowes had the speed of him;
Who almost dead for breath, had scarcely
more
Then .would make up his message.
LADY MACBETH
Give him tending;
He brings gdreat newes.
EXIT MESSENGER

outstrippeth (gets the start of) the swift” Comenius, ‘Janua’ 809.

1V.4.50, and Coles, “a
round, orbis.” ¥30 META-
PHYSICALL is EL.E. for ‘su-
?ematuml,' cp. Cotgrave,
‘ supernaturel, supernaturall,
metaphisicall, above nature.”
DOTH SEEME TO is EL.E.
for‘is about to,’cp.1.2.27 and
note. ¥ 31 WITHALL,*with,’
cp. note to 1.3.57. EL. TID-
INGS, like MN. “news,"” is
often singular.

¥ 32THOU'RT MADTO SAY
IT: cp. “1 shall be hated to
report it” Wint. T.111.2.144. .
¥ 34 INFORM'D is EL.E. for
‘given directions,’ cp. N.E.D.
4 c. In PREPARATION the
suffix -tion is dissyllabic, cp.
1.2.18, and the verse is there-
forequite normal. %36 HAD
THE SPEED OF: a similar
phrase is found in “the slow
In both of these

idioms the preposition retains some of its M.E. connotation ‘away from.! %37 WHO is

the connective relative, ‘and almost dead for breath, he had,’ cp.1.2.21.

¥ 38 TENDING,

Sattention,’ cp. Cooper's Thesaurus, “curatio, diligent tending,” and “tend” in v. 42.
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¥39 RAVEN, like ‘heaven,’
‘seven,’ and participles in
-en, is often monosyllabic in
e.N.B. It was a popular su-
perstition that the croaking of
a raven was always an omen
of ill and at times foreboded
death; cp. Brand's Popular
Antiquities, III. 210, 2II,
and especially the quotation
from Poole’sParnassus, 1657,
“The om'nous raven with a
dismal chear, Through his
hoarse beak of following hor-
rortells.” Peele,‘David and
Bethsabe,' 1599, Chor. to Sc.
111, also refers to this popular
belief. Shakspere again im-
plies it in Oth.1v.1.21 and
2Hen.6 111.2.40. ¥40 EN-
TBRANCE (the PFolio prints
“entrance”)isalso trisyllabic
in Per.11.3.64 and in Faerie
Queene 1.8.34; it is often
spelled “enterance” in BL.
prose. In e.N.E. the vowel
sound which developed out of
r frequently makes a distinct
yllr;%le, cp.“childeren”1v.3.
177, “rememberance” IIL.2,
30, “prayers” 11.2.25; we
still have “fire,” “power,”
and “hour” as dissyllables in
MN.B. ¥41 The lacking
impulse after the ceesura is
supplied by the pause before
COME. SPIRITSisoften mon-
osyllabic in EL.B., ‘sprites’
(whence MN.E. ‘sprightlfy'),

ACT 1 SCENE V 39-55

The raven himselfe is hoarse

That croakes the fatall enterance of Duncan

Under my battlements. Come, you spirits

That tend on mortall thoughts, unsex me
here,

And fill me, from the crowne to th’ toe, top-
full

Of direst crueltie! make thick my blood,

Stop up th' accesse and passage to remorse,

That no compunctious visitings of nature

Shake my fell purpose, nor keepe peace be-
tweene

Th' effect and hit.
brests,

And take my milke for dall, you murth’ring
ministers,

Where-ever in your sightlesse substances

Y ou wait on nature's mischiefe!| Come, thick
night,

And pall thee in the dunnest smoake of hell,

That my keene knife see not the wound it
makes,

Nor heaven peepe through the blanket of
the darke,

To cry ‘Hold, hold!’

Come to my woman's

F42

and is probably so here, for the rhythm is smoother if v. 41 ends in a rising wave.
MORTALL THOUGHTS is not ‘human thinking’ but ‘deadly purposes’; cp. note to I.3.
139. These ‘devilish spirits of murder’ Shakspere refers to in 2Hen.6 1V.7.80. ¥43
TOTH' TOE is “to the toe” in FO. I; but the printer probably neglected to mark the
elision, cp. I.1.5 note. The whole expression is idiomatic in EL.E., cp. “from the top to
the toe, a capite ad calcem usque” Baret, ' Alvearie’; and TOPRULL, ‘brimful,’ is likewise
a usual word, cp. “ Topfull with Faith" Taylor, Works, Sp. Soc., 11.230. ¥44 MAKB
THICK MY BLOOD: cp. *if that surly spirit melancholy Had bak'd thy bloud and made it
heavy thicke, Which else runnes tickling up and downe the veines” John I11.3.42; see
also Wint. T.1.2.171 and Ham.1.5.70. %45 ACCESSE frequently has its M.E. stress “ac-
césse” in e.N.E., cp. e.E. “det swift accesse” Jonson, ‘Sejanus’ 11.2. REMORSE does
not here correspond to the MN. E. word, but connotes the idea ‘compassion’; cp.* We know
yourtendernesse of heart, And gentle, kinde, effeminate [i.e. womanly] remorse” Rich.3111.7.
210, and “Not doubting but to finde such kinde remorse As naturally you are enclyned
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to” ‘Faire Em'I1.1.132. %46 COMPUNCTIOUS was a rare word in Shakspere's time,
if, indeed, not coined by Shakspere himself. NATURE, ‘natural feeling,’ ‘sym athy,’ cp.
“You, brother mine, that entertaine ambition, Expell'd remorse and nature” ’lPem . V.1,
75. ltis only in the light of Shakspere's psychology in I.3.139 that this picture of Lady
Macbeth’s mind becomes clear. In ¥48 HIT (the M.E. form corresponding to MN.E.
‘it’ which occasionally appears in e.N.E. as here) refers to “nature,” and 'TH' EFFECT is
equivalent to MN. E. ‘its accomplishment,’ cp. N.E.D. 7, and “Could have attained th’ effect
of your owne purpose” Meas. 11.1.13. Lady Macbeth deliberately invokes the devils of
murder to forestall the #shaking” of her fell purpose and the “hostilitie and civill tumult”
between her conscience and Duncan’s death—to use the phraseology of John 1V.2.245—
by blocking up all avenues to pity and compassion. ¥47 .NOR KEEPB PEACE, therefore,
is tantamount to ‘and make war’ between my “thought” and the *“mortal instruments”
which are to execute it; cp.the notion of “single peace” in the passage from Ben Jonson
above, and “In’ absence of her knight the lady noway could Keepe trewce between her
greefes and her, though nere so fayne she would . . Yet did her face disclose the pas-
sions of her hart” Brooke’s Romeus and Juliet, ed. 1562, vv. 1781 ff. (quoted in part by
Malone), where we have again the ‘microcosmic’ psychology. The conscienceless strength
of Lady Macbeth is thus luridly contrasted with her husband's ‘infirmity of purpose’: only
one ‘visiting of nature’ does she show in I1.2.13, # Had he not resembled ﬁ; father as
he slept, I had don't,” and she refers to this with an implied apology for a momentary
weakness. The fact that Lady Macbeth had been a mother, cp. 1.7.54, adds more horror
to her imprecation. %49 TAKE is explained by Schmidt as referritﬁ to malignant su-
pernatural influences, as in “he blasts the tree and takes the cattle” Merry W. 1v.4.32,
and in  No faiery takes” Ham.1.1.163 ; but the syntax does not permit such an interpreta-
. tion; the idiom is TAKB FOR, not “take’”; TAKE FOR in the sense of ‘turn into’ is not
English idiom ; ‘take away my milk and put gall in its place’is a far-fetched use of “take"
in the sense of ‘exchange.’ Yt is better to understand the word in its usual sense of ‘re-
ceive.! GALL, ‘poison, ‘venom,’ cp. “Poyson be their drinke! Gall, worse then gall the
daintiest that they taste” 2Hen.6 111.2.322. In EL. psychology the gall was the seat of
the bitter and violent passions of hatred and revenge, cp. N.E.D.3. So Hamlet, using
the concrete for the abstract, says he ‘lacks gall to make tyrannous violence bitter’ Ham.
11.2.605. Minsheus. v.‘gall’ says #it is the humor which nourishes wrath,” and this seems
to be Lady Macbeth's notion here, carrying out the idea in v. 42, “unsex me here, and fill
me . . topfull of direst crueltiel” MINISTERS in e.N.B. usage denoted the “in-
struments of darknesse” as well as * ministers of grace” ; cp. Titus V.2.61, where Murder
and Rapine are spoken of as “ministers,” and Rich.3 1.2.46, *dreadfull minister of hell.”
Burton, ¢ Anat. or Mel.,’ 1621, speaks of the *devil and his ministers.” The clipped form
of the word, “min’sters,"” is probably intended here. ¥ 50 SIGHTLESSE is acommon EL.
synonym of ‘invisible’; it is used again in 1.7.23. One of the nine kinds of bad spirits
mentioned by Burton, Lii. 1.2, instigates to fury; another is ‘those vessels of anger in-
ventors of all mischief' (cp.v.51). ‘These unclean spirits go in and out of our bodies
as bees do in a hive and so provoke and tempt us as tiey perceive our temperature [i.e.
temperament] inclined of itself and most apt to be deluded.” They are ‘corporeal and
have aerial bodies’; ‘the air is not so full of flies in summer as it is at all times of invisi-
ble devils.” These devils or spirits in EL. metaphysics, taking possession of the body and
working upon its ‘humours,’ produced all those forms of insanity and mental disorder which
were termed melancholy. Shakspere's psychology, while it is not a bald transcription
of it, nevertheless reflects the doctrine in a general way, and Macbeth's soul #blasted with .
extasy’ and Lady Macbeth's “mind diseased” are each conceived in the terms of its phi-
losophy. They are both ‘possessed of devils,’ Macbeth through his allowing the witches
to help on his ambition, Lady Macbeth through the obsession of the unclean spirits which
she invokes to her aid. The one passively submits to the supernatural control, the other
actively invokes it. The ruin of the man’s cankered soul is gradual, opposed always by
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resisting forces of his character; the ruin of the woman's #mind diseased” swiftly cul-
minates in insanity and self-destruction. %52 PALL THEB, ‘cloak thyself’; Shakspere
seems to have made the verb from the noun, c¢p. Cooper, “palliolatim, clad in a mantle,
pall, or robe.” DUNNREST, ‘murkiest,’ cp. N.E.D. and Coles, “obfuscus, black, dark,
dun.” Peecle has a somewhat similar phrase in ‘ David and Bethsabe, X.11, “ O would my
breath were made the smoke of hell!” %53 Lady Macbeth here intends herself to com-
mit the murder; Macbeth speaks of doing it in 1.7.16; he has sworn to do it in 1.7.58;
both together are to perform it in 1.7.69; in I1.2.13 Lady Macbeth tries and fails; finally
Macbeth does the deed in 11.2.15. Thus by keeping vague the outlines of the act does
Shakspere intensify the horror of its circumstances. %54 Such figuresas BLANKET OF
THE DARKE were common in EL.E., cp. # Come seeling night, Skarfe up the tender eye of
pittifull day " 111.2.46. A similar association of ideas occurs in Drayton's Barrons Warres,
111.17.18, ed. 1605, “The sullen night hath her blacke curtaines spread, Lowring [i.e.
scowling because] the day had tarried up so long, Whose faire eyes closing softly [in MN.E.
sc. ‘she’] steales to bed when all the heavens with duskie clowdes are hung . . The glim-
mering lights, like sentinels in warre, Behind the clowdes stand craftily to pry And through
false loope-holes looking from afarre To see him skirmish with his desteny.” The first
verse was cited by Malone in its earlier form,ed. 1596, * The sullen night in mistie rugge
E’.e. blanket] is wrapp'd”; Cl. Pr. also adds Drayton’s notion of night as “heaven’s

lack nightgowne.” The homely figure was taken exception to by Coleridge, and vari-
ous foolish emendations, ‘blackness,’ ‘blankness,’ ‘blank-height,’ ‘blankest,’ etc., have
been proposed. Butone who will criticize such figures in Shakspere shows little know-
ledge of Elizabethan literature. It has also been suggested that “blanket” refers to the
‘curtain of a theatre’ with ‘heaven’ in its EL. sense of ‘roof of the stage’; but the N.E.D.
records no such usage of the word ‘blanket’ The associative interests of the earlier
gassage's', “milk,” ¢ v;lon;,axg;

reasts,” suggest motherho
—lcp.alsol.g7§54 ff.;ancl this ACT 1 SCENE V 55-61
culminating ‘figure brings to
the mind tEe gictm’e of g ter- ENTER MACBETH
ror-strickenclfildpeeringover Great Glamys! worthy Cawdor!
the edge of his blanketintothe - Greater then both, by the all-haile hereafter!

wiul f night. Rob th
:ontexgtlo:fnt‘hoeszlgassoci:ﬁon: Thy letters have transported me beyond

and the marvellous power of  This ignorant present, and [ feele now

the thought is gone from it. . .
. We have much to thank Shak. The future in the instant.

spere scholarship for, but . MACBETH
surely its cavilling at this pas-

sage is little to its credit. My dearest love,

Duncan comes here to night.

%58 IGNORANT is probably

used here, as in Wint. T. I.2. LADY MACBETH

397, with the sense of ‘keep- And when goes hence?
ing one in ignorance’ (cp. MACBETH

N.E.D. s.v. 3 b): “If you

know ought . . imprison’t not To morrow, as he purposes.

In ignorant concealement.”

The rhythm of the verse, like that of 1v.3.28, lacks a stressed impulse after PRESENT, if
“ign'rant” is so syncopated: Pope supplied “time" after PRESENT to fill the measure,
preferring a limping verse to an ‘incorrect’ one; Lettsom proposed “e'en now " —there is
some ground for this, cp. 1.4.15, IV.1.148, 1V.3.121, V.2.10; Abbott reads “fe-el,” but
while the development of an extra syllable out of r is a general EL. phenomenon not pecu-
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liar to prosody, and has had its due effect on MN.B., there is no evidence for [ having
thus produced an extra syllable after e in BL.E. The verse is probably correct as it stands.
IN THE INSTANT, ‘on the instant,’ is an EL. phrase meaning ‘at this moment'; cp.

ACT I SCENE V

LADY MACBETH
_ O never,
Shall sunne that morrow see!
Your face, my thane, is as a booke where men
May reade strange matters. To beguile the
time,
Looke like the time; beare welcome in your
eye,
Your hand, your tongue: looke like th’ inno-
cent flower,
But be the serpent under’t. He that’s com-
ming
Must be provided for: and you shall put
This night’s great businesse into my dispatch,
Which shalltoall our nights and dayestocome
Give solely soveraigne sway and masterdome.
MACBETH
We will speake further.
LADY MACBETH
Onely looke up cleare;
To alter favor ever is to feare: '
Leave all the rest to me.

61-74

EXEUNT

N.E.D. s. v. 3 and #in the in-
stant came The fiery Tibalt"
Rom.&Jul.1. 1.115. ¥60 The
rhythm of Lady Macbeth's
words, “Afid whén gdes
hénce?” aptly reflects the
gravity of her question.

%63 Macbeth's appalling
realization of the significance
of “O never shall sun that
morrow see’’—MORROWalso
means ‘morning’ in BL.B.—
isreflected in Lady Macbeth's
words, ¥64 STRANGE, un-
usual’; cp. *Looke like the
time" v. 65. MATTERS,
‘subject matter,’ cp. “I read
in's looks Matter against
me" Hen.8 1. 1. 125,and “Was
ever booke containing such
vile matter Sofairely bound?”
R’.e. as Romeo's beauty]

om.&Jul. 11I. 2. 83. BE-
GUILBE THE TIMB, ‘deceive
the world’; EL.E. frequently
uses THE TIME in the sense
of ‘menand things about one,’
‘the world,’ ‘the times'; cp.
“he did serve the time cun-
ningly, omnium horarum ho-
minem se agebat” Phr. Gen.
s.0. ‘time.! The word occurs
a%lin in this sense in 1.7.81,
“Mock the time,"” and in IV.
3.72, “the time you may so
hoodwinke.” The editors of

FO. 1 seem to have misunderstood the word BEGUILE, and punctuate with comma after
MATTERS and period after TIMB. %65 THE TIME here means ‘the moment,’ and re-
fers to the welcoming of Duncan, cp. ‘it spoyles the pleasure of the time,” i.e. the feast,
111.4.98. Shakspere is fond of thus varying the significance of a word by its context.
%66 TH'INNOCENT places stress on the second syllable of the word ; but *the inn’cent,”
a usual BL. contraction (cp. 11.2.36), makes equally good rhythm. The sense of the word
seems to be ‘innocuous,’ ‘harmless.” The earliest ?uotation in N.E.D. 5 for this meaning
is dated 1662, but in Baret's Alvearie “innocent’ is gdlossed *innocuus,” and ‘“inno-
cently,” “innoxie” ; so likewise in Phr. Gen. %68 Lady Macbeth's PROVIDED FOR sug-
gests a grim irony. %69 DISPATCH is ‘management,’ cp. N.E.D. 5b. %72 SPBAKE,
‘confer,’ cp. * Have you spoke” All'sW.V.3.28. CLEARE is an adverb meaning ‘frankly,’
cp. N.E.D. ‘clearly,’ 7. In M.E. and O.E. the usual adverb suffix was -e: when this was
lost in late M.E. (l'.M.B.) and e.N.E. monosyllabic adverbs and adjectives became iden-
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tical in form. %73 FAVOR is BL.E. for ‘face,’ ‘countenance,’ cp. N.E.D. 9 b. TO
FEARE seems to mean ‘to give cause for alarm,’ cp. N.B.D. I (though not illustrated in
this intransitive sense).

SCENE VI: BEFORE MACBETH'S CASTLE
HOBOYES AND TORCHES
ENTER KING MALCOLME DONALBAINE BANQUO LENOX
MACDUFF ROSSE ANGUS AND ATTENDANTS

I-10
KING
Duncan arrives in the even- fHIS castle hath a pleasant seat;
ing,hencethe TORCHES of the the ayre

stage direction, cp. 1. 7. 25.
HOBOYES is the English
spelling of ‘hautboy’: the
word was used in EL.E. for
the player of the oboe as well

Nimbly and sweetly recommends
it selfe _
Unto our dentle sences.

as for the instrument itself.
So TORCH in EL. scene di- BANQU? .
rections is usually the ‘bearer This guest of summer,

of a torch’ or ‘link-boy.! . ;
1 SEAT, 'site’; cp. Jonsom, The temple-haunting marlet, does approve

‘Poetaster’ 1.1, “You are DByhislov'dmansionrythatth’heaven’sbreath

most de}licately Segtf%hefeu Smells wooingly here: no jutty, frieze,
?R:;‘fzfiﬁtcl.’:y,fiei.i 5,‘}']'}2?; Buttrice, nor coigne of vantagde, but this bird
canthey be excused thathave Hath made his pendant bed and procreant
a delicious seat,a pleasant air cradle:

and all that nature can af- !

ford..?" AYREissomewhat W here they most breed and haunt, I have

‘gelnerally' ;xsed in BL.B. for observ'd
climate." InFO.I THEAYRE . .
is part of v.2. %3 Itis not The ayre 1s delicate.
necessary to suppose that ENTER LADY MACBETH
GENTLEIis proleptically used
for ‘our senses made gentle by the air,’ as it is usually understood; Duncan merely says
that his senses, gentled and tamed by age (cp. N.E.D. 8), ill endure a rough climate.
This suggestion of the peace and quietness of his mind is tragically contrasted with
1.5.40 ff. It is well borne out, too, by the easy-flowing rhythm of the passage, with its
freedom from reversals and its lack of tensely stressed syllables. The notion of the even-
ing quiet is added to by the suggestion of the swallows which flit in and out the eaves,
with a further suggestion of the holy time in the epithet “templc-haunting" It is the
flitting martin, summer's guest, not the boding raven, that welcomes Duncan. ¥4
MARLET—the “Barlet” of FO. I is obviously a misprint—is an EL. form of ‘martlet’
0. FR. merlette), cp. Skinner, “marlet quasi martlet”; it is used for ‘swift’ or ‘swallow.’
insheu says “they are called Martlets or Martens, because they come unto us about
the end of March and goe away before s. Marten's day, that is about the twelfth of No-
vember, by reason of cold”; the same fanciful etymology is found in Junius's Etymo-
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logicon—and repeated, alas, in modern dictionaries: hence Shakspere's GUEST OF
SUMMEBR. APPROVBis ‘prove,’ ‘show,’ cp. N.E.D.I. %5 LOV'D is an instance of the
suffix -ed (which, like the past participle ending, was often syncopated) in its EL. sense of
‘full of,’ ‘ characterized by,’ and the word is an adjective and corresponds to MN. B. ‘loving,’
not‘loved.” The PO.reads “ mansonry,” for which Pope conjectured “masonry " and Theo-
bald MANSIONRY. EBither word makes fitting sense. ‘Masonry’ in EL.E. connotes the
art of putting together rubble or brick with plaster as well as that of hewing and placing
stones; cp. Cooper, “cementarius, a dauber, a parzetter, a rough mason”: in Minsheu
and Skinner mason is glossed “ceementarius’; so also in Baret's Alvearie. The work of
the martin could therefore be called ““masonry” ; cp. “the artificiall [i.e. skilful] nest-com-
E:sing swallow"” Robert Chester's Love's Martyr, 1601 (ed. Grosart), p. 122. On the other

nd, mansionarium in Medizval Latin (cp. Du Cange s.v.) denotes the residence of a canon
in a cathedral: and the O.FR. and M.E. form of this word would have been mansionrie;
though the word is not found in O.FR. Shakspere may have known it, nevertheless, and
most beautifully used it here; cp. “temple-haunting’: f and fi were single types in EL.
typography, and, like f and fi or fl, are easily confused in printing. But MANSIONRY
may simply mean ‘house-building.” %6 SMELLS seems in EL.E. to have meant
‘breathes upon,’ cp. Florio, #oreggiare, to breathe, to blow as aire or winde, to sent, or
smell pleasantly”; cp., too, “ The ayre breathes upon us here most sweetly” Temp. II.
1.46. WOOINGLY : in EL. present participles of verbs ending in a long vowel, like ‘doing,’
‘being,’ etc., the suffix is frequently taken with the preceding vowel to make a single syl-

ACT 1 SCENE VI

KING

See, see, our honor'd hostesse!

The love that followes us sometime is our
trouble,
Which still we thanke aslove. Herein I teach
ou

H gw youshall bid God-eyld usfor your paines,
And thanke us for your trouble.

LADY MACBETH
All our service
In every point twice done, and then done
double,
Were poore and single businesse to con-
tend
Againstthose honors deepe and broad where-
with
Your majestie loades our house: for those
of old,
And the late dignities heap'd up to ther,
We rest your ermites.

10-20
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lable. JUTTY: cp. Cotgrave,
“soupendue . . juttie, or part
of a ﬁeuilding that juttieth be-
yond or leaneth overtherest.”
%9 FO. I reads “must” for
MOST (“most” is a M.E.
form of “must"), with comma
after CRADLEand colon after
HAUNT. HAUNT, ‘resort
habitually,’cp.N.B.D.7. ¥ 10
DELICATE, ‘pleasant,’ ‘de-
lightful,’ cp. N.E.D. I a.

%11 THAT POLLOWES US,
i.e.is the concomitant of king-
ship; cp. “the libertic that
followes our places” Hen.5
V.2.297. SOMETIME is a
common EL. B.form of ‘some-
times.! ¥ 12 STILL, ‘always.’
AS, ‘as being,’ ‘because it is,’
cp. “as his host" i.e. in that I
am his host,1.7. I14. The mo-
mentary change to “1" gives
Duncan’s words a personal
turn. TBACH has here its BL.
sense of ‘teaching by exam-
ple,cp.1.7.8. %13 SHALL
BID GOD-EYLD US, ‘shall
pray God reward us,’ with BID
in its e. N. B. sense of ‘ask,’

‘pray,) and GOD-EYLD an
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EL. phrase, like MN.BE. ‘good-bye,’ composed of ‘God’' and ‘yeld,’ i.e. reward; cp.
N.E.D. ‘God,' 8, and A.Y.L. 111.3.76. I16 SINGLE in BL.E. often means ‘trivial,’
‘triflini,’ cp. “He utters such single matter in so infantly a voice” Fletcher, ‘Queen of
Corinth’ I11. I (Cent. Dict.), and Jonson, ‘Bvery Man out of his Humour'’ 11.3: “Mit.
But he might have altered the shape of his argument and explicated ’hem better in single
scenes. Cor, That had been singf: indeed.” BUSINESSE l‘:as probably its EL. significa-
tion of ‘care,’ ‘attention,’ cp. N.E.D. 6; it seems to be the notion of loving attention to
Duncan's comfort that Lady Macbeth has in mind. %17 DEEPE, ‘weighty,’ ‘important,’
cp.1.4.7and N.E.D. 7 b. 18 MAJESTIE is prosodically equivalent to a dissyllable here,
as it is in 111.4.2. The verse division of FO. I is Against . . broad, Wherewith . . house,
For . . dignities, Heap'd . . ermites. OF OLD is an EL. phrase meaning ‘formerly’; cp.
“even for that our love of old” Ces. V.5.27, and Phr. Gen., “He was my tutor of
old, olim mihi pedagogus erat.”” ¥19 TO, ‘in addition to,’ cp. 1.2.10. %¥20 REST,
‘remain,’ cp. IHen.6 V.5.95. BRMITES is the EL. spelling of ‘ hermits,’and the word is here
used inthe sense of ‘beadsmen,'N.B.D.2c. Steevens cites a similar passage from ‘Arden of
Feversham' 111.6. 120 : * God save your honour ; I am yourbedesman bound to prayfor you.”
Lady Macbeth’s compliment

has reference to Duncan’s
‘You shall pray God's bless- ACT I SCENE VI 20-28
ing on my head,’ v.13; she KING

replies, ‘we will spend our

lives praying for you.! The
difference between the easy
flow of Duncan’s words and
the tortuous rhythm of Lady
Macbeth's is worth noting.

¥ 21 COURST,‘chased,’ ‘pur-
sued! AT THE HEELES,
cp. Y“follow him at foote”

am.1v.3.56. %22 TO BE
is EL. syntax for ‘of being.'
A PURVEYOR—*cater”isan
BL. synonym of the word—
was, according to Cowel's
Law Dictionary (ed. 1684),
“an officer of the King or
Queen, or other great per-
sonage, that providith corn
and other victual for their
house.” Duncan in v. 24
agplies it to the preparation
of a loving reception for Mac-
beth. The word is stressed
on thefirst and third syllables,

Where’s the Thane of Cawdor?
We courst him at the heeles, and had a pur-
ose
To be his purveyor: but he rides well,
And his great love, sharpe as his spurre, hath
holp him
To his home before us.
hostesse,
We are your guest to night.

LADY MACBETH .
Your servants ever
Have theirs, themselves, and what is theirs,
in compt,
To make their audit at your highnesse plea-
_ sure,
Still to returne your owne.

Faire and noble

cp. BL. E. ‘plrsue,’ “In all their drifts and councells pursue profit,” Jonson, ¢ Sejanus’

I11.2.

%23 HOLP is the M.E. strong form of the verb—it is still used in the Au-

thorized Version—which the weak form ‘helped’ had not yet supplanted in e.N.E.
Both forms occur in Shakspere, cp. Schmidt s.v. ¥24 For TO HIS “to’s" was proba-
bly intended by Shakspere. In the Epilogue to Jonson's Poetaster we have “t’ him-
self””; in Drayton's Barrons Warres 11.46.7, “ T’ an open smile convert”; so “t’' our”
111.28.6 and “unt’ her,” Sidney, ¢ Arcadia,’ ed. 1590, 243 b. %26 The first THEIRS is
EL.E. for ‘their family and retinue’; cp. “points at them for his” IV.1.124, and “I can-
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not perswade myself that you will either forget or neglect this point concerning the insti-
tution of yours " Florio’s Montaigne, 1.25 ; the second THEIRS has its MN. sense of ‘their
property.’ HAVB .. IN COMPT (an EL. form of ‘account,’ cp. N. E.D. s.0.) seems to
mean ‘to hold subject to account.! %27 HIGHNESSE is an instance of the e.N.E. inflec-
t‘i‘onless geniti;e as l'i,n 1.4.6,23.

28 STILL has here its EL.

ACT I SCENE VI 28-31  gnse of ‘always,’ ‘in order
always to return to you what

KING is yours.'

Give me your hand; T ) o

Conduct meto mine host: we lovehim highly, |53 l':"c.;,};gY"[-ffe'rgeiztp’:_'oﬁgj

And shall continue our graces towards him. bly intended . union of the

last syllable of CONTINUE

By your leave, hostesse. (it had not yet become iu, but

BXBUNT  was still u in EL.E.) and the

first syllable of OUR. FO. I

has a commabefore‘our.’” ¥31 BY YOUR LEAVE in Merry W.II11.2.28and Merch. 11.4.15

is a ceremonious expression of farewell: but here it seems to mean ‘ Permit me, madam’

and to refer to some action, like his kissing Lady Macbeth’s hand, or his preceding or
following her through the door.

- INTRODUCTORY NOTE TO SCENE VII

Macbeth's welcome of Duncan is left to the imagination. The banquet with which he
entertains his royal guest is likewise unrepresented. Macbeth, unable longer to endure
the strain, has escaped from the banqueting-room. The court ringing with his praises has
made him for the first time realize what the court really is. Not only the king must be
murdered, but the suspicions of Rosse, Donalbaine, Macduff, and the rest must be allayed ;
Malcolm’s legitimate claims must be ‘o’erleaped’; Banquo's hopes, based on the witches’
prediction, must be nipped in the bud. He thus seés his deed stretch away in its long
train of bloody consequences and murderous practice, with possibly himself the victim at
the last. Then the &ought of the king's gracious meekness—the pity of being forced
to sacrifice such an innocent victim on the altar of his ambition—no, it cannot be done.
Here Lady Macbeth enters to prick the sides of his intent with taunts of cowardice, and
threatens him with the loss of her love and respect on account of his unmanly weakness
and faithless vacillation. As each taunt goes home through the weak spots of Macbeth's
armour, she seizes her advantage. Her plot comes from the “Historie of Scotland” (Bos-
well-Stone, p.27) where Holinshed describes the murder of Duff by Donwald and his
wife. The scene is a wonderful illustration of Shakspere's dramatic power: its words
teem with interest; every line is crowded with pictures, association succeeding associa-
tion in rapid panorama. Some of them are startlingly new : the kingdom of Scotland has
been ringing with Macbeth's praises, v.32 ; Macbeth is a lover as well as a husband, v.39;
the thought of a violent seizure upon the crown is not for the first time entering Macbeth's
mind, v.51; Lady Macbeth has known the joys of motherhood, v.54. All of these unite
and blend like varying chords in music. The scene opens with the banquet well under way :
music in the outer room, servants passing formally into the hall with a new course. The
SEWER in EL. households was the chief butler, cp. “ Clap me a cleane towell about you,
like a sewer ; and bare-headed march afore it [i.e. the dinner] with good confidence Jonson,
‘Silent Woman' III. 3 (cited in part by Steevens), and “the gentleman sewer that goeth
before the meat to his lord or master’s table, vide maestre sala” Percivale’s Spanish
Dictionary, 1623. SERVICE means ‘a course,’ cp. Ham. 1V.3.25.
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SCENE VII: THE COURT OF MACBETH'S CASTLE

HOBOYES TORCHES

ENTER A SEWER AND DIVERS SERVANTS WITH DISHES AND
SERVICE OVER THE STAGE: THEN ENTER MACBETH

% I Thefirst DONE here,asin

I. 1.3, corresponds to MN.B.

‘over’ (cp. N.E.D. ‘do,’ 8;
but in this instance its quota-
tions are not sharplydiscrimi-
nated). InM.E.ande.N.B.the
wordisused of things running
a course as well as of things
brought about by a definite
agency. The second DONE
refers to the accomplishment
of the act of murder; DONE
in v.2 refers to the execution
of the act. The stress 't {s
done" seems awkward in
MN.E., but cp. “mist do” I
5.24. ¥3 TRAMMELL UP,
‘net up'; cp. Cotgrave, “tra-
meau, a kind of drag-net or
draw-net for fish,"” “tramail-
ler, to weave, bind, fasten or
insnare by threfold meshes,”
“trameller, to trammel for
larkes."” CONSEQUENCE,
‘sequel,’ ‘all that follows’;
cp. N.E.D.2 and “ My mind
misgives Some consequence
. . shall bitterly begin his
fearefull date with this night's
revels” Rom.& Jul. 1. 4. 106.
CATCH carries out the meta-

I-12
MACBETH
F it were done when 't is done,
then 't wer well
[t were done quickly: if th’ assas-
sination
Could trammell up the conse-
quence, and catch
With his surcease successe; thatbut this blow
Might be the be-all and the end-all heere,
Butheere,upon this banke andschoole of time,
Wee 'ld jumpe the life to come. But in these
cases
We still have judgement heere, that we but
teach
Bloody instructions, which being taught, re-
turne
To plague th' inventer. This even-handed
justice
Commends th' ingredience of our poyson'd
challice
To our owne lips. Hee's heere in double
trust:

phor of a net. ¥4 HIS is the EL. possessive case of ‘it,’and refers to * consequence” ; cp.
the quotationfrom Rom.& Jul. above. SURCEASE,‘cessation,’cp. “no pulse Shall keepe his
native [i.e. natural] progresse, but surcease” Rom.&]Jul. IV.1.96, and Baret, ¢ Alvearie,’
“to surcease, or to cease from doing something, supersedeo.” THAT, as in 1.3.113, re-
peats the connective ‘if.! BUT THIS BLOW, ‘only this blowy’ ‘this one blow.! %5
BE-ALL and END-ALL are instances of a form of noun composition common in BL. BE,,
like “mar-all,” “spend-all,” #do-all.” %6 BUT, ‘only.’ The BANKE AND SCHOOLE
of PO. 1 has given much difficulty to editors, some of whom take it for ‘bench and school’;
others, following Theobald, assuming a misprint in SCHOOLE for ‘shoal,’ read ‘bank and
shoal’: but the latter assumption is unnecessary, as EL. sh is sometimes spelled sch; we
have retained one of those sch-forms in ‘schedule’; in Purchas, ¢ Pilgrimage,’ 2d ed., vol.
v, p. 109, #shoole-master’ occurs, illustrating the opposite confusion. The e.N.E. spell-
ing of school (of fishes) is ‘shole.” But the oo (=u) in *schoole” would not represent
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the BL.E. o in “shoal,” whose EL. forms are “shole,” “shoale,” *shoul.”” BANKE can
be either ‘bench’ or ‘shoal’; cp. Cotgrave, * banc, a bench, banke, forme, seat . .; also a
long shole, shelfe, or sandie hill in the sea a%ainst which the waves doe break.” The as-
sociation of ‘teaching’ that follows, “teach Bloody instructions,” supports the literal
reading, and “ this banke and schoole of time' might be an EL. E. hendiadys for ‘this bench
of time’s school,’ a notion found in Lucr. 995 (cited by Nichols), # Time thou art tutor both
to good and bad.”  The notion of time as the shore of eternity is undoubtedly poetic and
Shaksperian withal; and BANKE in BL.E. also means ‘beach,’ cp. Baret,  Alvearie,’
“the banke, properly of the sea and sometimes of any great river,” and “I was the other
day talkin% on the sea-banke with certaine Venetians” Oth.1vV.1.137. For the whole no-
tion cp. “ The tyde of pompe That beates upon the high shore of this world” Hen.5 1V. 1.
281, and “The varrying shore o’'th’world” Ant.&Cl. IV.15.11. It is, and always will be,
impossible definitely to decide between the two readings; the reader must make his own
choice. ¥7 JUMPE,‘risk,'*hazard’; cp.‘ you must.. jumpthe after-enquiry on your owne
perill” Cym. v.4.188, and * Our fortune lyes Upon this jumpe” Ant.&Cl. I11.8.6,.and it
putteth the patient to a jumpe or great hazzard” (cited from Holland’s Pliny in N.E.D.
6b). ¥8 STILL, ‘always’ HAVE JUDGEMENT, i.e. ‘receive sentence,’ cp. * He con-
fessed the inditement and had judgment to bee hanged" Halle, ‘ Chronicle’ 244 b. THAT
has here its common EL. meaning of ‘because,’ and TEACH connotes ‘teaching by ex-
ample’ as in 1.6.12, with INSTRUCTION, v. 9, in the sense of ‘methods’; cp. “The
villanie you teach me I will execute, and it shall goe hard but I will better the instruction”

Merch. I111.1.74 ff. ¥10 IN-
ACT 1 SCENE VII 13-25

VENTER, ‘contriver,’ as in
“purposes miftooke, F’"alne on

First, as | am his kinsman and his subject, the inventers heads’ Ham.

Strong both againstthe deed ; then,ashishost,

Who should against his murtherer shut the
doore,

Not beare the knife my selfe. Besides, this
Duncane i

Hath borne his faculties so meeke, hath bin

So cleere in his great office, that his vertues

Will pleade like angels, trumpet-tongu'd
against

The deepe damnation of his taking off:

And pitty, like a naked new-borne-babe,

Striding the blast,or heaven's cherubinhors'd

Upon the sightlesse curriors of the ayre,

Shall blow the horrid deed in every eye,

That teares shall drowne the winde.

v.2.395. ¥11 COMMENDS,
not ‘recommends,’ but ‘of-
fers,' ‘presents’; cp. “to her
white hand see thou do com-
mend This seal'd-up coun-
saile” L.L.L. 111 1. 169, in
N.B.D.l a. INGREDIENCB is
an EL.E. spelling of ‘ingre-
dients,’ and means ‘mixture’
N.B.D. I a.

¥ 13 AS, ‘because I am,’ cp.
1.6.12; Macbeth was Dun-
can's cousin,see1.2.24. ¥17
PACULTIES, ‘authority,’ is
an EL.E. legal term glossed
in Cowel's Law Dictionary
Y“a priviledge,or special power
granted unto a man by favour,
indulgence, and dispensation,
to do that which by the com-
mon-law he cannot do.” Itis
here applied to the prerogative

of the king, who is supra legemand habet omnia jura in manu sua. Cl.Pr.cites Hen.81.2.73.

MEEKE s an instance of the EL.adverb without the -Iy suffix.
N.E.D.15; cp. “least my life be cropt to keep you clear” Per. I.1.141.

¥ 18 CLEERE, ‘faultless,’
%19 AGAINST,

according to the punctuation of FO.I, goes with trumpet-tongued and means ‘in view
of! %20 TAKING OFF, ‘death,’ cp. I11.1.105 and * His speedy taking off"” LearV.1.65
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(cited by Delius). ¥21 A similar association occurs in Ham.111.3.70: *heart with strings
of steele, Be soft as sinewes of the new-borne babe.” In the three passages where the
murder is realized by the imagination, 1.5.41 ff., here, and 1.7.55 ff., its horror is heightened
by association with the innocence of childhood. Such associations are implied also in
11.2.13 and 11.2.54. %22 STRIDING, ‘mounted on'; cp. “strideth, straddleth” Co-
menius, ‘Janua’ 944; Coles, “divarico, to stride or straddle”; and 1 meane to stride
your steed” Cor.1.9.71. CHERUBIN seems to be intended for a plural ; see N. B.D. s.v. for

an interesting account of the
form development of the word.
%23 SIGHTLESSE, ‘invisi-
ble,’ as in 1.5.50 g.v. CUR-
RIORS is the EL. spelling of
‘couriers.’ %24 BLOW,etc.,
‘proclaim [N.E.D. 13] the
dged inthesightof everyone’;
cp.N.B.D.‘eye’4 cand Ham.
1Iv.4.6. ¥25 Cp. “Where
are my teares? Raine to lay
this winde, or my heart will be
blowne up by the root!”
Tro.&Cr. 1V.4.55.

%¥26 INTENT is a strongder
word in M.RB. and EL.E. than
in MN.E,, cp. “ That nys no-
thyng the entent of myn la-
bour” Chaucer, ‘Legend of
Goode Women' Prol. 78, and
“He thought by their meanes
the soner to come to his en-
tent” Berners, ‘ Froissart' I.
cxl, 167 (cited from N.E.D. 6).

ACT 1 SCENE VII

I have no spurre
To pricke the sides of my intent, but onel
Vaulting ambition, which ore-leapes it selfe
And falles on th' other—
ENTER LADY MACBETH
How now? What newes?

LADY MACBETH
He has almost supt: why have you left the
chamber?

25-30

MACBETH
Hath he ask'd for me?

LADY MACBETH
Know you not he has?

¥27,28 The meaning here has been the subject of consid-

erable controversy, and various emendations have been needlessly propo To “ORE-
LEAPE oneselfe,” like “over-shoot ones selfe,” “over-study ones selfe,” is an idiomatic
locution in EL. E.; cp. “he that in this action contrives against his owne nobility in his proper
streame ore-floweshimselfe”” All'sW.1V. 3.28 ; we stillhave‘overreachone’s self’ with ¢ over’
connoting too violent action for the end in view. The fact that the anacoluthon in v. 28 is
followed by a period in FO. I is not very significant, for the printer of the Folio punctuates
such anacolutha variously, probably because he did not always understand them: e.g. in
I11. 1. 128 he uses a double hyphen, in 1V.1.69 a period, in V.3.13 a single short dash. In
Lear 1.4.356 we have in FO. I, “If she sustaine him, and his hundred knights When I have
shew'd th’ unfitnesse. Enter Steward How now Oswald?” Such expedients as “it
selle” [i.e. its saddle], it sete for IT SELFE, or that of supplying *side’ or “one after
OTHER—a German has solved the problem by reading “author’” for OTHER (the pro-
nunciation of the two words was similar in BL.E.), and an English editor would read
“earth” for OTHBR |—are good illustrations of the torture which Shakspere's text has
undergone at the hands of modern editors. Macbeth’s sentence would probably have been
completed by “side” if Lady Macbeth had not entered. His figure is taken from a com-
mon EL. athletic sport, cp. “a vaulter that leapeth up and downe from a horse, desultor”
Baret, ¢ Alvearie’; Cooper, “desultores, horsemen that in battaile had two horses, and
quickly would change horses, and leape from one to an other,” *desultura, vaulting from
one horse to another.” It is possible that OTHER means the other horse. Strutt,
¢Sports and Pastimes of the People of England’ ed. 1898, p. 318, writes: * William Stokes,
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MACBETH

a vaulting-master of the seventeenth century, boasted, in a publication called ‘The

Vaulting

In his book are severa

ACT 1 SCENE VII 31-45
MACBETH

We will proceed no further in this businesse:

He hath honour'd me of late, and | have
bought

Golden opinions from all sorts of people,

Which would be worne now in their newest
glosse,

Not cast aside so soone.

LADY MACBETH
Was the hope drunke

Wherein you drest your selfe? Hath it slept

since?
And wakes it now to looke so greene and pale
At what it did so freely? From this time
Such I account thy love. Art thou affear'd
To be the same in thine owne act and valour
As thou art in desire? Would'st thou have

that
Which thou esteem’st the ornament of life,
And live a coward in thine owne esteeme?
Letting ‘I dare not’ wait upon ‘I would,’
Like the poore cat i’ th' addage?

aster,’ &c., rrinted at Oxford in 1652, that he had reduced ¢ vaulting to a method.’
plates containing different specimens of his practice, which con-

sisted chiefly in leaping over
one or more horses, or upon
them, sometimes seating him-
self in the saddle, and some-
times standing upon the
same.” %30 ASK'D FOR
(sentence stress on FOR),‘in-
quired about,’ ‘missed’; cp.
“if he aske for me I am ill and
gone to bed” Lear 111.3.17.

¥32 BOUGHT, ‘obtained,’
cp. “his silver hairs will pur-
chase us a good opinion, And
buy mens voyses [i.e. votes]
to commend our deeds " Caes.
II. 1. 144. ¥33 SORTS,
‘classes,’ the usual EL.E.
meaning ; cp. “of all sortsen-
chantingly beloved” A.Y.L.
1.1.174. ¥ 34 Theauxiliaries
“will” and “shall” were not
sharply distinguished for per-
son as in MN.E. literary idi-
om, and WOULD here means
‘oughttobe.! ¥35 Cp.“O
where hath our intelligence
bin drunke? Where hath it
slept?”" John IV.2.116 (cited
by Malone). HOPE in EL.E.
means ‘confidence,’ a mean-
ing still retained in Bible
English; cp.N.E.D.2. ¥36
Perhaps enough of the origi-
nal meaning of DRBSS was
preserved in Shakspere’s time

to warrant our supposing that Lady Macbeth had in mind the notion of ‘addressing one’s

self to a task’ as well as ‘arraying one's self’; cp. Phr. Gen., *to dress one’s self . . com-
pararese.”” %37 GRBENE,'sickly'—a sensethe word still bearsin MN. B.—and PALB are
EL. adverbs. ¥38 DID repeats the verb “look on,” a use of the auxiliary which was more
common in EL.E. than it is now. Not understanding this, one Shakspere editor reads
‘“eyed,” assuming that the word was first corrupted to “dyed"” and then to “did”! %39
Lady Macbeth's SUCH was probably accompanied by a gdesture like snapping the fingers.
AFFEAR'D, cp. note to 1.3.96. ¥40 Such contrasts as this were common in EL. litera-
ture, cp. e.g. “Wise in conceit, in Act a very sot” Drayton, ‘Idea’ 860, and echo the
medieeval distinction between *life active” and “life contemplative.” ¥ 42 ORNAMENT
OF LIFE, i.e. honour, cp. “ Yet know I not whether in all his life he shewed . . an ornament
[i.e. honorable act] so . . famous” Florio’s Montaigne,1.23. ¥ 45 The proverb referredtois
common in e.N.E., cp. Heywood, ¢ Three Hundred Epigrammes,’ ed. 1562, No. 258 (Sp.
Soc. reprint, p. 166)," The cat woulde eate fyshe but she wyll not weate her feete,” and Ray's

49



THE TRAGEDIE OF

Proverbs, p. 84, * Fain would
the cat fish eat, But she’s loth
her feet to wet.”

% 47 For DO, Rowe's correc-
tion, FO. I reads “no,” which
seems to be a misprint ; n was
immediately under d in the
EL. type-case. Lady Mac-
beth’s reply shows that NONE
isequivalent to ¢ not one,’ with
‘one’ referring to ‘man’; cp.
“I am none of those that
thynke," etc., Florio's Mon-
taigne, 1. 25 (Temple reprint
of 1632 ed., p. 254), and “Our
Lord Jesus Christ regarded
not what manner of ones men
are" Goldinf’s Translation of
Calvin, Galatians, 1574, p.
206. A similarnotionisfound
in Meas. 11.4.135 (cited by
Steevens), “ Be that you are,
That is a woman; if you be
more, you'r none.” BEAST
frequently in EL.B. connotes
the notion‘ not man,’cp.“ Un-
seemely woman in a seeming
man, And ill beseeming beast
in seeming both” Rom.&Jul.
111.3. 112 (see ibid. v. I11),
and “for, the philosopherssay,
amongst all other thinges be-
ware of those persons thatfol-
lowe drunkennes, for they be
accompted for nomen because
theylivealife bestiall”’ Vicary,
{ Anatomie,’ 1577, E.E.T.S.,
p. I5.

MACBETH

SCENE VII

MACBETH
Prythee peace:
I dare do all that may become a man,
Who dares do more is none.

ACT 1 45-59

LADY MACBETH
What beast was 't then
That made you breake this enterprize to me?
When you durst do it, then you were a man:
And to be more then what you were, you would
Be so much more the man. Nor time nor
place
Did then adhere, and yet you would make
both:
They have made themselves, and that their
fitnesse now
Does unmake you. [ have given sucke, and
know
How tender 'tis to love the babe that milkes
me:
I would, while it was smyling in my face,
Have pluckt my nipple from his bonelesse
ummes, .
And dasht the braines out, had [ so sworne
As you have done to this.

In BL.E. the word connotes the stupidity and cowardice of a beast as negatives of

manly character as well as coarseness and vulgarity; see quotations in N.E.D. under
‘beast’ 5. The point of Lady Macbeth’s taunt here is its implication of unmanly cowardice.
¥48 BREAKE is BL.E. for ‘disclose,’ cp. *therefore . . lgatherine, breake thy minde to
me in broken English” Hen.5 v.2.265. %50 In EL.E. the infinitive often corresponds to
the MN. E. participial phrase, e.g.“ Thou gainest faire to lose thyselfe'” Purchas, ‘ Pilgrimage’
V,p.27,and “O why should Fortune make thecitty prowd To give that more than isthecourt
allow'd"” Drayton, ‘Heroical Epistles’ p.69. Lady Macbeth says ‘by being more [i.e.
stronger] now than you were then, you would be so much more the man.” In attempting to
make MN.B. sense out of the passage, editors have changed BEAST in v.47 to “boast,”
Collier, to “baseness,” Bailey, and THE in v. 51 to “than,” Hanmer. %52 ADHERE,
‘suit,’ ‘:éree,' ‘be fitting,’ N.E.D.4. Shakspere uses the word in the sense of ‘agree’ in
Merry Wives 11.1.62; a similar notion with “cohere” occurs in  Had time cohear’d with

lace or place with wishing” Meas. IL.1.11. %53 THAT THEIR FITNESSE, ‘their very
itness.” ¥54 UNMAKBE: Cooper glosses diffingo by “ To marre: to unmake” ; Coles, by
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“unmake, mar, undo.” ¥55 TENDER, ‘exciting to commiseration,’ cp. *tender objects,”
Tro.&Cr.1vV.5.106. ¥58 THE BRAINES corresponds to MN.B. ‘its grains' ; Cp. note on
1.2.6. SO SWORNE TO: “to swear to” in EL.E. is ‘to swear todo’; cp. “you swore to
that,” i.e. not to see ladies, L.L.L.1.1.53. The verse has an extra impulse after the
pause. It has been urged that vv. 50-52, 58, 59 refer to a scene or scenes that have been
cut out of or lost from the play, since the action which they describe is too important to
havebeen overlooked by Shakspere ; see Jahrbuchder deutschen Shakespeare Gesellschaft,’
1.145ff. But this is not likely: we have already seen that in 1.3.130, where the notion
of Duncan's murder is first presented, it is not in the light of a new and unexpected
temptation, if Shakspere’s words are clearly understood in their EL. signification. We
have seen, too, how Shakspere is prone to represent only culminating points of interest;
that successions of time and place are not connected in his work, sometimes not even
logical : e.g. in Ham. 1. I, at the beginning of an apparently continuous dialogue, it is twelve
o'clock; thirty-nine lines later it is one. The imagination is not a logical faculty, and
often in Shakspere successions of time and place as in a dream blend into one another
to make complete pictures rather than successive series. Here, therefore, there is no
real inconsistency : a thought is simply represented in a new light, turning, as it were, a

new facet for us to look upon.

ACT 1 SCENE VII

MACBETH
If we should faile?

LADY MACBETH

59-72

We faile?

But screw your courage to the sticking place,
And wee 'le not fayle. When Duncan is

asleepe,
‘Whereto the rather shall his dayes hard

journey '
Soundly invite him, his two chamberlaines
‘Will I with wine and wassell so convince,
That memorie, the warder of the braine,
Shall be a fume, and the receit of reason
A lymbeck onely: when in swinish sleepe
Their drenched natures lyes as in a death,
What cannot you and | performe upon
‘Th'unguarded Duncan? What not put upon
His spungie officers, who shall beare the duilt

Of our great quell?

Indeed, to have represented in action what is here left to

the imagination would have
interfered with the dramatic
interest of the play and have
marred its unity, for the mur-
der of Duncan is its starting-
point, not its end. Shakspere
magnifies the awful horror of
the deed by continually shift-
ing its outlines, else it would
find a fixed lodgement in our
imaginations and become a
vuldar crime. We are never
allowed to see its real face: it
is a deed of darkness which
we see as through a glass
darkly.
%59 The Folio punctuation
of Lady Macbeth's answer is
a question-mark, which mod-
ern editors, following Rowe,
alter to an exclamation-point.
The printer of FO. I makes
but sparing use of the ex-
clamation-point, setting in its
stead sometimes an interro-
gation-point, sometimes a_
eriod or colon. Most of the
ormer cases, however, are in
suchphrasesas*“ How now?"
v.28 or “What hoa?" 11.2.9,
hrases which in EL.B. were

evidently regarded as interrogative—as they really are-—amf were therefore punctuated

‘with an interrogation-point, though in modern printing they require a mark of exclamation.
Both the query-mark and the exclamation-point were originally variations of the semi-
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colon and early printers do not sharply distinguish between them. Here, however, it
is better to retain the Folio pointing, for WB FAILE seems rather to be a surprised
inquiry at the notion of failure than ‘the calm deduction of a mind which, having
weighed all circumstances, is prepared, without loss of confidence in itself, for the worst
that can happen,’ as Steevens would have it. It is not the effect of failure on her own
mind, but how the possibility of it is affecting Macbeth, that Lady Macbeth is con-
cerned about, and in her assured confidence she echoes her husband's words with an
ironical rising inflection: she will not contemplate the notion—the thing is too easy
for failure, if only Macbeth will not play the “poor cat in th'addage —how easy she
goes on to show. Moreover, she knows that they dare not fail: “th’ attempt and not
the deed Confounds us” 11.2.11. It is better, therefore, to take the words as they
are printed in FO. I, ‘Are you thinking of failure?’ with heavy secondary stress on WE,
“WE faile?” ¥60 BUT, if we follow the punctuation of the Folio for “We faile?"
is probably used in its adverbial sense of ‘only,’ and not as an adversative conjunction;
cp. v.6. Steevens thought that the reference in this verse was to the screwing up of
a stringed instrument. But there is an incongruity of association between the tuning
of a musical instrument and Macbeth's nerving himself to his task—an incongruity
that Shakspere would have avoided. It is more likely that Lady.Macbeth is thinking
of the cross-bow rack or gaffle, a small detachable winch to draw the string of the bow
to its STICKING PLACE, the action of which would naturall’y be connoted by SCREW.
There seems to be an echo of this in Macbeth's “bend up” in v.79. Cp., too, “As
[i.e. as if] he had seen’t or beene an instrument To vice you to 't”” Wint. T.1.2.415 and
“Wrench up thy power to th’ highest” Cor.1.8.11 (cited by Cl. Pr.) and “I partly know
the instrument That screwes me from my true place” Tw.N.V.1.125 (cited by Steevens).
The rhythm “ Afid wée 'le ndt fdyle” reflects the tensity of Lady Macbeth's purpose: if
“We faile” is a mere declaration, and not an inquiry, the rhythm is difficult to catch,
for too much stress thus falls upon NOT. ¥62 WHERETO, ‘to which'; M.E. and
EL.E. frequently made use of the adverb where MN.E. prefers the relative phrase.
RATHER has here its original sense of ‘earlier,’ and the instrumental article THE seems
to be used as in 111.1.26, ‘earlier than usual’ %63 SOUNDLY, ‘heartily,’ cp. #love me
soundly” Hen.5v.2.105. %64 WASSELL, ‘carousing,’ cp. “ Antony, leave thy lascivious
wassailes” Ant.&Cl. 1.4.56. CONVINCE, ‘overpower,' cp. N.E.D. I and 1V.3.142. ¥65
In mediaeval psychology the MEMORIE had its * seat and organ" in “the back part of the
brain,” fantasy or imagination in the middle “cell,” the “ Common sense,” i.e. sensation,
in the fore part, cp. Burton, ‘Anat. of Mel.’ 1.i.2.7. Vicary's division is somewhat dif-
ferent: “Common sense" in the fore part; in the one part of this same ventricle is the
“vertue that is called Fantasie”; in the other part is the “Imaginative vertue”; “in the
middest sel” the “cogitative or estimative vertue; for he rehearseth, sheweth, declareth
and deemeth those things that be offered unto him [hence Shakspere's * receit of reason
v.66] by the other”; in the third ventricle “the vertue Memorative.” Comenius,
‘Janua’ 343, in giving the same psychology adds, “This [i.e. the fore part] in sleep time
is stopped up by moist steams: hence cometh insensibleness.” But it is not clear
why gieakspere calls memory the WARDER OF THE BRAINE: that would rather
be sensation—the “five wittes” are sometimes spoken of in medizval literature as the
“watchmen" in the foremost cell. There is a similar difficulty in L.L.L. 1V.2.70, where
the fancy is referred to as “ memorie,” but there the confusion may be intentional: it is
Holofernes that is speaking. The quotation from Comenius, too, points to the senses as
being overpowered by the “fume.” %66 FUMES were vapours produced in the body
and rising to the brain: we still sgpeak of the fumes of alcohol mounting to one's brain.
Here memory itself becomes a fume, cp. “The charme dessolves apace . . their rising
senses Begin to chace [i.e. drive away] the ignorant [i.e. blinding, keeping in ignorance, cp.
note to 1.5.58] fumes that mantle Their clearer reason” Temp. V.1.64. RECEIT, ‘place
of receipt,’ ‘treasury,’ still familiar to us from Matt. IX. 9, “the receipt of custom”; cp.,
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too, “ The most convenient place that I can thinke of For such receipt of learning is
Black-Fryers” Hen.811.2.139. %67 LYMBECK, ‘an alembic or still,’ cp. N. E.D. ‘alem-
bic': ‘their confused brains shall collect not ideas but fumes.,! %68 DRENCHED, ‘sub-
merged,’ ‘drowned,’” cp. N.B.D.6 and “till you have drench’d our steeples” Lear 111.2.3.
NATURE frequently in EL.E. stands for ‘life,’ ‘vitality,’ cp. 11.2.7. A DEATH does not
mean ‘a kind of death,’ but is an instance of the common EL. use of the indefinite article
before abstract nouns where in MN.B. it is omitted; cp. I require a clearenesse”
IIL 1. 133, “the waight of present miserie pressing. him, the dread of a death, and
a death attending him” Purchas, ‘Pilgrimage’ Vv, p.33, and “but with a crossebowe
sent a death to the poore beast” Sidney, ‘Arcadia’ p.40. %70 PUT UPON, ‘accuse
of,’ cp. “put on him what forgeries you please” Ham. I1.1.19. ¥72 QUELL, ‘mur-

der,’ usually a verbin EL.E.;

cp. Florio, “massare, to kill
ACT 1 SCENE VII 72-82  J dlay, to quell” and “syth
MACBETH I did father quell” New-

Bring forth men-children onely;
For thy undaunted mettle should compose
Nothing but males. Will it not be receiv'd,
When we have mark'd with blood those
sleepie two
Of his owne chamber, and us'd their very
dagders,
That they have don't?

LADY MACBETH

Who dares receive it other,
As we shall make our griefes and clamor rore
Upon his death?

MACBETH

I am settled, and bend up

Each corporall agent to this terrible feat.
Away, and mock the time with fairest show;
False face must hide what the false heart

doth know.
EXEUNT

ton, ‘Thebais’ (Sp. Soc.,
p-94); in Comenius, ‘ Janua’
669, “ manslayers is glossed
“manquellers, assassinats.”
The word seems to be slightly
euphemistic, like Macbeth’s
“taking off” in v.20.

%72 Macbeth’s amazement
at his wife's courage is admir-
ably reflected in the rhythm,
contrastinf as it does with
the rapidly moving verses
which precede. 73 UN-
DAUNTED isanotherof those
EL. adjectives in -ed, ‘un-
dauntable,’ ‘fearless.’ In
EL.E. METTLE and “metal”
had not yet beendistinguished
by different forms, and the
word still retained its mean-
ing of * material,’ ‘ constituent
elements’; cp. ]l am made
of that selfe-same mettle as
my sister” Lear I 1.7I.
%74 RECEIV'D, ‘believed’;
cp. “It is reported to them
for my humour and they re-
ceive it so” Ben Jonson,

¢Silent Woman'1IL.1; cp., too, Meas. 1.3.16. With a touch of vulgar criminality Mac-
beth begins to give active support to Lady Macbeth's plot. %77 OTHER is still an
adverb in EL. E., ‘ otherwise.’ 78 AS, rather ‘when’ than ‘since.’ RORE in BL.E. was
a more dignified term for loud weeping and sobbing than it isnow ; cp. “ Did I say before,
they began to weep? I can assure you when she had done they roared outright’  Patient
Grissel,” 1619, Per. Soc., p. 31; cp. Oth. v.2.198. %79 SETTLED, ‘determined’; cp.
“No he’s setled, Not to come off, in his displeasure’” Hen.8 111.2.22. The verse has an
extra impulse after the pause unless I AM is to be read “1'm" : the printer of FO. I does
not always mark contractions with an apostrophe, e.g. 1V.2.16,1V.3.149. ¥80 The
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CORPORALL AGENTS are, of course, the mortal instruments,” the spirits which exe-
cute the will of the ego. ¥81,82 To finish a scene with a couplet, as here, was a common
practice with Elizabethan dramatists, cp. e.g. the end of the next scene and of 11.3, I1.4,
I111.2,1V.3, etc. The effect of such verses, after the freedom of Shakspere’s easy-flowing
blank verse, is unfortunately mechanical; scholars, therefore, fordetting the taste of the
time, are prone to consider them spurious. The action closes with Macbeth and Lady
Macbeth returning to the banqueting-room.

The first act has presented the murder of Duncan as a “thought,” an idea assuming the
aspects of a malicious purpose. In the prologue scene it is foreshadowed as a malicious
intention of the powers of evil brooding over and controlling, through their witch instru-
ments, the action which is to follow. Scene II prepares for its lodgement in Macbeth’s
mind by creating for him the opportunity of power. Scene III dives the idea a lodgement
there by playing on the ambitions of a man naturally superstitious. Scene IV furnishes
the opportunity of place for its execution. Scene V reveals it as a malicious design
already in the mind of Lady Macbeth, but now ineradicably fixed there by her invocation
of the powers of evil. Scene VI brings together the two *thoughts”’— Lady Macbeth's
and her husband’'s—and welds them into one consuming ambition that will devastate the
soul of each, and drive them both to madness.

The harmonious unity of this first act is often missed because the modern reader is
quite unaware of the seriousness and awful reality which demoniacal possession assumed
in the Elizabethan mind. To get the full significance of the tragedy one must remember
that the reality and malignity of supernatural influences for evil was doubted by few in
Shakspere's time. Even Bacon, despite the scientific acuteness of his®mind, has this
to say about them: *But the sober and grounded enquiry into the nature of angels and
spirits which may arise out of the passages of Holy Scriptures, or out of the gradations
[i.e. processes] of Nature, is not restrained [i.e. subject to restriction]; so that of de-
generate and revolted spirits; the conversing with them or the employment of them is

rohibited: much more any veneration toward them. [Macduff in V.8.14 speaks of

acbeth as having continually served the devil.] But the contemplation or science of

their nature, their power, their illusions, either by scripture or reason, is a part of spiri-
tuall wisdome " ¢ Advancement of Learning, The Second Booke' (1633), p. 136.

It is only from such a point of view that one can clearly grasp the magnificent unity
of Shakspere’s involution. For the tragedy lies in the spiritual significance and fatal
consequence of Macbeth’s yielding to the powers of evil, not in the action itself. And,
like Hamlet, Macbeth is a tragedy of character, not a tragedy of events. Its evolution
does not begin until Act I111. Act I, therefore, is but the preparatory stage, despite the
fact that it is so crowded with cumulating detail, and its tgeme is the ‘thought’ of Dun-
can's murder, the moving cause of Macbeth’s insanity. Shakspere has embodied this
theme in Macbeth’s words in 1.3.139-142. Act II will have for its theme the act of
murder and its immediate consequence.
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THE SECOND ACT

SCENE I: INVERNESS: THE COURT OF MACBETH'S CASTLE
ENTER BANQUO AND FLEANCE WITH A TORCH BEFORE HIM
I-9
BANQUO '
[OW goes the night, boy?

| FLEANCE. Themooneis downe; [ havenotheard
the clock. ‘ ‘

BANQUO. And she goes downe at twelve.

| FLEANCE. [ take't, 't is later, sir.

| BANQUO. Hold, take my sword: there’s hus-

| bandry in heaven,

Their candles are all out. Take thee that too.
EXIT FLEANCE

A heavie summons lyes like lead upon me,  As usual, there is no place

And yet I would not sleepe : mercifull powers, direction in o cz‘;tbi"l’it"f

Restraine in me the cursed thoughts that tle doubt that Banquo and
nature Fleancearecrossingthequad-

) . rangle or inner court of the
Gives way to in repose. . castle on the way to bed ; see
the introductory note to

Scenell. The stagedirectionof modern editionsreads*bearing atorch,” etc. ; but TORCH in
EL.E. frequently means ‘link-boy,‘ torch-bearer,’ cp. introductory note to .7.. ¥4 HOLD
. . HEAVEN is two verses in FO. I, the first ending at SWORD. The words are addressed to
Fleance. That Banquo parts with his sword may be an evidence of “confidence in the in-
tegrity of his host” (&l l:?ra.), or merely a suggestion to the audience that he intends to retire
for the night. HUSBANDRY, ‘careful management,’ N.E.D. 4b: “If you suspect my hus-
bandry . . Call me before th'exactest auditors” Timon 11.2.164. It is one of those homely
associations such as occurs in “blanket of the dark’ 1.5.54. %5 THEIR is an instance of
M.E. and EL.E. syntax by which the third personal pronoun is used indefinitely with ref-
erence to an antecedent implied, not expressed. THEE: in EL.E. the lEersonal pronoun
is frequently used to denote the person interested in the action; cp. # Kalander . . never
having heard [EL. E. for ‘ heard of'fhim his beloved guestes’ Sidney, ¢ Arcadia’ p. 324, and
¢ That Blaunche be sent me home again” ¢ Faire Em’ 111.5.46. The construction is fre-
quent in an imperative idiom where, according to MN.E. notions of syntax, the reflexive
pronoun of the second person takes the place of a subject; ‘see Schmidt for instances,
“stay thee,” *hark thee' (cp. dial. “ harkee), * run thee,” etc., and Spies, ‘ zur Geschichte
der englischen Pronomens’ (Halle, 1897), pp. 152 ff. THAT is probably a reference to his
dagger. Fleance goes out here, leaving his father to walk in the courtyard for a while before
going tobed. There is no EXIT PLEANCE in FO. I ; but that Fleance does not hear the
colloquy between Macbeth and his father is evident from the EXIT BANQUO after v. 30,
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and from the fact that Macbeth would hardly be so rude as to ignore Fleance's presence
in saying “good night,” It is more likely that the exit has been omitted here than that the
EXIT BANQUO after v. 30 is a printer's error for % Exeunt Banquo and Fleance” ; the omis-
sion is rendered still more probable by the fact that v. 5 ends the page in PO. I : thus EXIT
PLEANCE would have come in the lower right-hand corner, and to the proof-reader would
have looked like a mistaken catchword. In Lear 1.4.362 (FO. I, p. 289) an “ Exit Oswald"
has obviously been lost after v. 362, which ends the page, only the catchword “and’ stand-
ing in the corner. ¥6 HEAVIB, ‘overpowering,’ N.E.D. 26; cp. “the heavy offer of it
[i.e. sleep]” Temp.11.1.194. ¥7 WOULD NOT, ‘do not wantto.” ¥9 GIVES WAY TO
means ‘gdives rein to,’ not ‘succumbs to’; cp. “gdave him way In all his owne desires™
Cor.v.6.32. In BL. psychology the “ Phantasie” was “evermore stirring” (Comenius,
‘Janua’ 343). That Banquo's fantasy has been working on the meeting with the weird sis- -
ters we are explicitly told in v. 20; that these fancies are not unaccompanied by tempta-
tion we gather from the word “cursed,” and at the same time we learn that Banquo has
put the temptation behind him. Alone with his son in Macbeth’s castle, clearly realizing
on what a slender thread the life of the king hangs; knowing, as he alone does, the secret
of Macbeth’s ambition; having noticed, too, in all probability, Macbeth’s departure from
the hall and his return with Lady Macbeth, and reaﬁzing that he has only to give his sup-
port to Macbeth’s interests to ensure the kingly honour for his son—amid such surround-
ings there is little wonder that he should be anxious. His anxiety is reflected in the dia-
logue as it is in that of the opening scene of Hamlet—short, tense sentences relating to the
time of night. The reader, in thinking of Macbeth's entrance, must remember that “ Enter”
in Bli. stige di}l;ections mea:;
merely that the actor not

begins his part. Macbethand ACT 11 SCENE 1 9-17
his servant are supposed to be

unrecognizable in the gloom
until quite near to Banquo;
cp. Ham. 1. 1. 14, where mod-
ern editors displace the * En-
ter Horatio and Marcellus :
in PO. I it comes before Fran-
cisco’s “Who's there?”

¥ 10 Banquo hears some one
approaching, and in his ner-
vousness calls for his sword :
either Fleance returns mo-
mentarily to give it to him and
goes to bed when hediscovers
that the stranger is their host,
or Banquo's wordsare merely
arealization of hisdefenceless
position. ¥ 13 The versedi-

ENTER MACBETH AND A SERVANT WITH A TORCH

Give me my sword: who's there? 9 10
MACBETH

A friend. u
BANQUO

What, sir, not yet at rest? the king’s a bed.

He hath beene in unusuall pleasure, and

Sent forth gdreat largesse to your offices:

This diamond he greetes your wife withall,

By th' name of most kind hostesse; and
shut up

In measurelesse content.

vision of FO.1 is He .. pleasure, And . . offices, This . . withall, By . . hostesse, And . .

content. PLEASURE,cp. “I am full of pleasure’” Temp.I11.2.125.

¥ 14 LARGESSE is

plural in EL. E,, like “richesse,” and means ‘gifts.” OFFICES, ‘the apartments of domestics,’
cp. “empty lodgings and unfurnish'd walles, unpeopel'd offices, untroden stones” Rich.2
1.2.68; it is not a misprint for “officers,”” as Malone thought. The king intends to
leave on the morrow. %15 WITHALL, cp. 1.3.57 and note. ¥16 *By the name” of
FO. I is probably the printer's error for BY TH' NAME. SHUT UP (FO. 2, FO. 3, FO. 4
“shut it up"”) used intransitively for going to bed has not yet been found in BL.E. In
Marston, ¢ Antonio and Mellida’ V. 1.150, occurs the locution *shut up night”: “1 was
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mighty strong in thought we should have shut up night with an old comedy.” It may
be that in EL. B. * shut up "’ with a similar connotation was used intransitively, as in* Actions
begunne in glory shut up in shame"” (cited by Cent. Dict. from Bishop Hall's Contem-
plations II. 2, published in 1612): the change in tense would not be unusual in EL.E., cp.
note to 1.2.15. But it is quite possible that AND SHUT UP, etc., has been misplaced, be-
longing after PLEASURE, v. 13; see the verse division of the Folio. Thefact that the two
passages begin with the same word makes this likely. Putting it in as an independent
verse after ‘pleasure,” omitting the “and’ before ‘sent forth,” or making it exchange
places with “and . . offices,” gives us excellent sense. SHUT UP IN will then have its
EL. meaning of ‘restricted to’; cp. * shut us up in wishes,” i.e. confine us to expressions
of good will, All’s W.1.1.197,and “ So shall I cloath me in a forc'd content, And shut m
selfe up in [i.e. confine m sef;

to] some othercourse To For-

ACT II SCENE I 17-24 tsune’salmes" Oth. 111.4.120.
uch an idea soundslike Dun-

MACBETH can,cp.1.4.21 ; but wearenot

Being unprepar'd' warranted in making the alter-

. - ation until we are sure that
Our will became the servant to defect, “shut up” in EL. E. cannot

Which else should free have wrought. mean “retired for the night.”

BANQUO ¥ 18 DEFECTin EL. E.means
All's well. ‘faultiness,’ clp. N. B. D. 3.
iki

I dreamt last night of the three weyward ¥19 FREE, likewise, con-
notes ‘faultlessly’ as well as

sisters: : ‘unrestrainedly,’ cp. I.3.155.
To you they have shew'd some truth. WROUGHT is the preterite of
‘work,’'as in 1. 3.149,and here

MACBETH means ‘had its due effect’;

I thinke not of them: cp. “The better shall my pur-

Yet, when we can entreat an houre to serve, P §ﬁ9;°#;l°gﬂl;$ym‘ dtilslj
We would spend it in some words upon that closed,’ ‘told,’ cp.  Shew me
businesse thy thought” Oth.II1.3.116.

' ] Banquo evidently thinks it

If you would graunt the time. wise for him to be the first to
broach the subject which he

knows is uppermost in Macbeth’s mind, displaying that “wisdom to act in safety” which
Macbeth remarks on in 111.1.53. This terse dialogue, with its thrust and parry, is a fine
illustration of Shakspere's power to depict the thought behind the word. EL.B. was an
admirable tool for this purpose. The language was then gaining much of its modern ac-
curacy and definiteness of connotation, without yet having lost the richness of the M.E.
vocabulary. Its virility, too, had not yet been impaired by a literary consciousness begot
of grammars and dictionaries, and many direct and forceful idioms which are now become
dialectic or vulgar still remained in good literary usage. And wide as was Shakspere’s
range of expression, we must not forget that it lay within the limits of current Elizabethan
idiom. Contemporary critics, though they did not hesitate to say that he borrowed his
matter and padded out his verse, never accused him of unintelligibility. I THINKE NOT
OF THEM, ‘I pay no heed to them,’ cp. #not a thought but thinkes on dignitie” 2Hen.6
111.1.338. The word occurs with the same meaning in 111.1.132, “alwayes thought That
I require a clearenesse,” i.e. always bearing in mind, etc.: Macbeth affects inditference,
as in 1.3.119. %22 ENTREAT, either ‘induce,’ ‘get’ (N.E.D. 10 a) with ‘to serve' as
complementing infinitive, or used in the sense of ‘passing the time,’ cp. * My lord, we must
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intreat the time alone” Rom.&Jul. IV.1.40. ¥23 WE is taken by Cl. Pr.asreferringto Mac-
beth, who adopts “the royal we by anticipation.” But such an explanation is awkward ;
“consent” below would have been far more likely to occasion such a usage. In view of
Macbeth’s affected indifference in v. 21 and of his evident desire to entrap Banquo into
compromising overtures, it is much more likely that WE is the ordinary ?lural, and WE
WOULD expresses merely futurity as the apodosis of “If you would grant.” The rhythm
requires the contracted form “we’'d"; it is probable that the contraction was over-
looked by the printer, as is often the case in EL. texts, e.g. “I would scratch that face”
SDragton,‘ Heroical Epistles,’

.Soc.,p.271. BUSINESSE
inp the l]7’th century means ACT 1I SCENE 1 24-30
‘topic,” N.E.D. 17, but per-

haps here merely ‘matter,’ as BANQUO
understood by N.E.D. 18, At your kind’st leysure.
%24 KIND'ST, cp. note MACBETH

on L5.2. %25 Macheth’s If you shall cleave to my consent, when 'tis,
CLEAVE TO MY CONSENT [t gha]l make honor for you.

seems to be equivocal, cp.

note to I.3.155: he may BANQUO

mean ‘if you should concur So I lose none

with my opinion,'cp.N.B.D-6  [p secking to augment it, but still keepe
and “By my consent wee 'le

even let them alone” 1Hen.6 My bosome franchis’'d and allegeance cleare,

1.2.44; or ‘if you will join [ shall be counsail'd.
my party,’ N. E. D. 7, inviting '

Banquo to enter into con- MACBETH
spiracy with him, but leaving Good repose the while!
himself the loophole of es- BANQUO

cape if Banquo refuses. He L k
intgjads to lgarn, too, whether Thankes, sir: the like to you!
Banquo'sinterestinthematter EXIT BANQUO
is philosophical or personal.
Many foolish conjectures have been proposed for CONSENT in order to make the phrase
into MN.E. WHEN 'T IS, i.e. when the time comes; the line division of the Folio is
If .. consent, When .. you. ¥26 HONOR, also, is a purposely vague word. It may
have, if the words are jestingly taken, its EL. meaning of ‘reputation,’ ‘it will redound to
our credit,’ cp. “to cause honour or make men much esteeme and reverence one”
aret, ‘Alvearie’ s.v.; or it may have its meaning of ‘rank,’ ‘position,’ as in 1.6.17,
if the words are seriously taken. Banquo, by a platitudinous and non-committal answer,
uite evades the issue that Macbeth has raised. NONE, i.e. honor, integrity, or rank.
27 IT, i.e. reputation, position. STILL, ‘always.’ %28 PRANCHIS'D seems here to
refer to moral freedom, but in N.E.D.I1b no instance later than 1483 is given for the
word with this meaning. Banquo seems to be thinking of the word in association with
HONOR in its feudal sense, ‘lordship,’ and to mean to say that if he is to have honours
they must be honours of “free tendre' as far as Macbeth is concerned. He carries the
notion further in ALLEGEANCE CLEARE; cp. Cowel, 1687, s.v. ‘ligeancy,’ “Ligeancy is
such a duty or fealty as no man may owe to more than one Lord, and therefore it is
most commonly used for that duty and allegiance which every good subject owes to his
Liege Lord the King" : he cites the‘ Grand Customary of Normandy,' cap. 13, to show that
theduty of loyal vassals to their lord is * ei se in omnibus innocuos [cp. Shakspere's* cleare ']
exhibere, nec ei adversantium partem in aliquo confovere.” It has long since been pointed
out that Shakspere was not ignorant of the technical forms and verbiage of English
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law, and his representation of Banquo's thought shows marvellous skill in implicating a par-
ticular situation in general legal terms. ¥29 TO BE COUNSAIL'D is an EL. phrase mean-
ing ‘to take advice,’ cp. ¥ pray be counsail'd,” i.e. take my advice, Cor. 111.2.28. Banquo's

ACT 11 SCENE 1

MACBETH
Goe bid thy mistresse, when my drinke is
ready,
She strike upon the bell. Get thee to bed.
EXIT SERVANT
Is this a dagger which I see before me,
The handle toward my hand? Come, let me
clutch thee:
I have thee not, and yet I see thee still.
Art thou not, fatall vision, sensible
To feeling as to sight? or art thou but
A dagger of the minde, a false creation
Proceeding from the heat-oppressed braine?
I see thee yet, in forme as palpable,
As this which now I draw.
Thou marshall'st me the way that I was
going,

And such an instrument | was to use.

31-43

Burton, ¢ Anat. of Mel.' 11.2.5.

words show a wisdom, not
only to act in safety, but to
speak in safety, and Macbeth
is little wiser than he was at
first: he knows Banquo's
“royalty of nature,” but he
doesnot know how deep Ban-
ﬁxo’s suspicions are. ¥30
odern editors here read
“Exeunt Banquo and Fle-
ance,” cp. note to v.5.

¥ 31 BIDisused initse.N.E.
sense of ‘ask.” The omission
of “that” in BL.E. where
modern idiom requires its
presence is not unusual ; cp.
1.6.13 and “Obedience bids
I should not bidagen” Rich. 2
I. 1. 163. DRINKE, a night
drink or posset, like that re-
ferred to in 11.2.6. That it
was customary to take them
beforeg‘c,}ingtobedisshownby
Merry W.1.4.8 and V.5.180.
Cp., too, “Andrew Boorde
[commends as a remedy
against terrible dreams] a
good draught of strong drink
before one goes to bed”

It is probable that Macbeth intends Banquo to hear these

words as he leaves him for the night in order to give him the impression that he is %oing
at once to bed, as well as to afford his servant a natural reason for leaving him alone.
?

¥ 36 FATALL in EL.E. means ‘prophetic,’ N.E.D. 4 b; cp. “fatall bell-man

11.2.3 and

“fatall raven” Titus I1.3.97; this seems to be its meaning here, cp. vv.42,43. SENSI-
BLE, ‘perceptible,’ cp. Cotgrave, * perceptible, perceivable, sensible,” and Florio, * percet-
tibile, perceivable, sensible.” ¥ 39 Macbeth’s explanation of the phenomenon is similar
to that in Burton, ‘ Anat. of Mel.’1.3.3: ‘As Lord Mercutius proves, by reason of inward
vapours and humours from the blood, choler, &c., diversely mixed, they apprehend and see
outwardly, as they suppose, divers images whichindeed are not. . . Corrupt vapours, mount-
ing from the body to t}I:e head and distilling again from thence to the eyes,’ are the causes
of these visions. It is the Aristotelian explanation of hallucinations, * Mira vis concitat
humores, ardorque vehemens mentem exagitat” (i.e. a strange energy stirs up the humours
and oppressive heat excites the brain): Macbeth echoes the mediseval phraseology.
But Shakspere himself all through the tragedy represents Macbeth's fits as being due
to hallucinations put in his brain by “instruments of darkness,” quite the view Burton
takes in ‘I may not deny that oftentime the devil deludes them, takes opportunity to
suggest and represent vain objects. . . I should rather hold with Avicenna and his asso-
ciates that such symptoms proceed from evil spirits which take all opportunities of
humours, decayed or otherwise, to pervert the soul of man.’ Shakspere never states
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this explanation explicitly : the nearestapproachto it isin V. 8. 191f. ; but the educated part of
Shakspere's audience no doubt saw the connection between Macbeth's hallucinations and
histraffic with the witches. ¥42 MARSHALL'ST, leadest,’cp.* Reason becomes the mar-
shall to my will” Mids. 11.2.120. %43 TO USE: in EL.E. tﬁe substantive verb followed
by the infinitive was often employed to express necessity; cp. “ Minos is not to learne
how,” etc., Jonson, ‘ Poetaster’ 11.4, and *that ancient painter . . being to represent the
griefe of the by standers . . drew,” etc., Florio’s Montaigne 1.2, and “I am to breake with
thee of some affaires” Two Gent. I11.1.59. Macbeth’s words in MN. E. suggest that he
has been directed to use a dagger: in EL.E. they mean that he is obliged to use one.

¥44 ARE MADB THE FOOLES O’, ‘are made the laughing-stock of’; the definite ar-
ticle is omitted in the corresponding MN.E. phrase. %46 Hafts of weapons were fre-
quently made of boxwood, and DUDGEON, whose earliest English meaning is ‘boxwood,’
cp. N.E.D.1, is used here for the haft itself. From Cotgrave's dc:igue a roelles, a Scot-
tish dagger, or dudgeon haft dagger,” one would infer that the word in Shakspere's time
had special reference to a Scottish weapon. GOUTS, ‘drops’ in EL.E. ; but from a mis-
understanding of this passage the word has taken on the meaning of ‘ splotches' in MN. E.,
see N.E.D.5. Theverb“are” is often omitted in EL.E. ¥47 SO is more widely used in
EL.E. than in MN.E. to rglpresent a preceding sentence; cp. ‘ Where was she born? In
Argier. O, was she so?"” Temp.1.2.259. ¥48 THE, probably ‘my.! BUSINESSE, cither
‘task,’ N.B.D. 11, or ‘purpose,’ N.E.D.10. INPORMES, ‘takes visible shape,’ N.E.D.2.
%49 HALFE-WORLD, ‘hemisphere’; cp. Comenius, 32, “the half-ball,” and Cotgrave,
s.v. horison, “half-sphere.” The stress hélfe-wérld seems unusual to modern ears; but
Jonson's #the sun as loth to part from this hélfe-sphéare ¢ Entertainments,’ ed. 1640, p. 85,
shows that it was normal in EL.E. Cp., also, MN.B. “mé&n-kind" with EL. E.“mén-kind."
“Swéet-héart,” “life-bléod,” “like-wise,” “f8re-father” occur in the verse of good EL.
writers. ¥50 ABUSE, ‘deceive,’ a common EL. meaning of the word ; cp. * Abuses me
to damne me” Ham. 11.2.632. ¥51 The fact that there is lacking to the verse an un-
stressed impulse before the pause has exposed it to various emendations which supply
such a word as “now”” before WITCHCRAFT, or turn SLEEPE to ‘sleeper.! See note
to I.1.7. To CELEBRATE is ‘to perform with ritual,’ N.E.D.I. %52 HECCAT: the
word ’is not evidenc? of Shlakc

spere's ignorance of the clas- ’

s?cs, butg merely an illustra- ACT 11

tion of the varying forms
which classical proper names
assumed in EL.E.; some-
times they were M.E. ver-
sions of O.FR. words, some-
times these were altered to
be more in accord with their
Latin originals, and some-
times they entirely gave place
tothe Latin originals. Wefind
Ixion, P4ctolus, Cinthéa in a
poetic miscellany of the time
of James I; Atrides rhyming
with “brides” in John Hey-
wood’s Marriage Triumph;
Delphes in North’s Plutarch ;
Helenie for Helen in Robin-
son’s Handefull of Pleasant
Delites. Hecate was the

SCENE 1 44-52

Mine eyes are made the fooles o’ th’ other
sences,

Or else worth all the rest: | see thee still;

And on thyblade and dudgeon gouts of blood,

Which was not so before. There's no such
thing:

It is the bloody businesse, which informes

Thus to mine eyes. Now o're the one halfe-
world

Nature seemes dead, and wicked dreames
abuse

The curtain'd sleepe: witchcraft celebrates

Pale Heccat's offrings ; and wither'd murther,
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ACT 11 SCENE 1

Alarum'd by his centinell, the wolfe,

Whose howle's his watch, thus with his
stealthy pace,

With Tarquin's ravishing slides, towards his
designe

Moves like a ghost. Thou sowre and firme-
set earth

Heare not my steps, which way they walke,
for feare

Thy very stones prate of my where-about,

And take the present horror from the time,

Which now sutes with it. Whiles I threat,
he lives:

Words to the heat of deedes too cold breath
gives.

53-64

A BELL RINGS

I doe, and it is done: the bell invites me.

Heare it not, Duncan, for it is a knell

That summons thee to heaven or to hell.
EXIT

MACBETH

patron goddess of classic and
medieeval witchcraft ; cp. Jon-
son's note to “three-formed-
star” in ‘Masque of Queenes,’
. 168, “Hecat: . . She was
leev'd to governe in witch-
craft and is remembered in
all their [cp. note to 11.1.5]
invocations.”” = WITHER'D,
‘colorless,” ‘ghastly,’ cp.
“These eyes . . shall see thee
withered, bloody, pale, and
dead” 1Hen.6 1v.2.38.

¥53 ALARUM'D, ‘aroused,’
cp. “my best alarum'd
spirits "’ Lear I11.1.55. CEN-
TINELL is an illustration of
a common M.E. and e.N.B.
use of initial ¢ before a palatal
vowel to represent the sound
of s; MN.E. ‘city,’ ‘cele-
brate,’ ‘century,’ etc., are in-
stances where it has been
preserved. ¥54 WATCH
seems in BL.E. to have been
applied to any instrument for
telling time. In Phr. Gen.
‘“‘a watch or clock” is glossed
horarium ; this is followed b

“pocket watch”; cp. “

woman that is like a Ger-

mane clocke . . being a watch But being watcht that it may still goe right”” L.L.L. I11. 1. 194.
In “Give me a watch” Rich.3 v.3.63, the word appears from the context to mean a
‘watch-candle.’ To speak of the wolf-howls as murder's watch is not, therefore, an
inapposite figure in EL.E. A similar association of ideas occurs in 2Hen.61vV.1.2: “And
now loud houling wolves arouse the jades That dragge the tragicke melancholy night.” But
it is possible that BL. WATCH meant ‘watchword,’ cp. “an alarum, alarm, or watchword
shewing the nearnesse of the enemies’ Phr. Gen. ; if this were the case, the passage would
echo the phraseology of Lucr. 365 ff. ¥55 SLIDES: the “sides” of FO. I seems to be a
misprint : Pope suggested ‘strides,’ which has been followed by the Cambridge text and is
supported by “stalkes” in Lucr. 365. But ‘slides’ involves only one confusion, that of
the tall f and fI, which were single types: cp. note to 1.6.5. The word in EL.E. con-
noted an even, gliding movement and was applied to the creeping of a serpent or to the
approach of a thief; cp- Cooper, ‘Thesaurus,’ “lapsus serpentum, the sliding, gliding, or
creeping of a serpent,” and Cotgrave, “friller: . . to glide, slip, slide, steal”; “glisser:
to slip; to slide or glide”; “glissade: gliding, sliding" ; “glissé: slipped; slid; crept, or
stollen along.” This would make the passage echo the phraseology of Lucr. 305, where
Tarquin is a ‘creeping thief,’ or of v.362, where he is a ‘lurking serpent.’ The word is
used as a noun, though in a different sense, in Bacon, who speaks of the #slide and easi-
ness” of Homer's verses, cp. Cent. Dict., ‘slide,’ n.3. RAVISHING was syncopated in
BL.E. to “rav'shing” (cp. M.B. “parisshe” and “parshe”); the use of the word as an
adjective meaning ‘relating to ravishment’ has been found fault with: some editors put a
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comma after it, making the word a substantive; others assume a misprint for * Ravishing
Tarquin's"; it has even been proposed to read “with Tarquin's ravishing ideas"! In
M.E. the word seems to have Eacf the meaning of ‘rapid,’ ‘swift': Chaucer translates
Boethius's rapido turbine by *ravysshynge sweighe,” see ‘ Globe’ Chaucer, p. 360. This
meaning may have been preserved in EL.E. Cotgrave, who usually points off different
senses of the same word by a semicolon, has “ravissant, ravishing, ravenous, violent,
greedy, swift.” Skinner, 1671, dives among his obsolete words * Ravish" in the sense of
‘take,’ ‘carry,’ and notes “ejusdem familiae est Ravishing, quod exp. a swift sway,” evi-
dently having in mind Chaucer’s phraseology. But in the lack of better evidence we
hardly dare take the word in the sense of ‘ sweeping,’ though enough of this meaning may
have clung to it in Shakspere’s time to make the epithet a natural one. ¥56 SOWRE
of FO. 1 is usually taken for a misprint for “sure”: but if the word be misprinted, it is
much more likely that Shakspere wrote *sowrd,” ‘deaf’ d was next to e in the EL.
type-case, and “sowrd’ would not be an abnormal EL.E. spelling ; cp. Coles’s Dict., 1713,
“sourd, deaf,” and ‘Glosso&aphia,’ 1707, “ surdity, deafness, dulness”; the same gloss
is found in Phillipps, ‘ New World of Words,’ 1678, and in Kersey's Dict., 1708. In EL.E.
the word seems to have been associated with dullness, stupidity ; cp. “‘a surd and earless
generation of men, stupid unto all instruction,” Sir Thos. Browne (1605-1682), ‘ Chris-
tian Martyr’ I111.6 (cited from Cent. Dict.). Shakspere elsewhere applies the epithets
“dull” and “sullen” to the earth, and insensibility to sound and motion seems to be the
association in Macbeth's mind: ‘hear not and prate not with your echoes.! But EL.E.
“sowre” has a somewhat wider range of association than the MN. B. word ; cp. Cotgrave,
“rebarbatif, grim, stern, sowre,” and “saturnien, rude, harsh, unpleasant, rough, sowre” ;
“sowre earth” therefore is not such an artificial locution for ‘sullen earth’ as to make it
quite improbable that the Folio represents the word Shakspere wrote. %57 HEARE in
EL.E. means ‘listen to,’ cp. I stood and heard them™ 11.2.24. WAY THEY is “they
may" in PO. I, clearly a misprint, first corrected by Pope. . ¥58 As WHERE-ABOUT
and “ whereabouts” were common EL. forms of the adverb (see 1.5.6), “ whereabout" as
a substantive was no more unusual to EL. ears than “whereabouts” is to ours. %59
PRESENT, ‘attendant,’ cp. note to 1.3.137. ¥60 WHILES, ‘whilst, cp. .5.6. F61
Macbeth's thought seems to be like that in 1V.1.146, with TO THE HEAT construed as
indirect object, BREATH taken as meaning ‘breathing-space,’ ‘respite,’ N.E.D.8, and
COLD as meaning ‘dispiriting,’ N.E.D.9. A similar form of expression occurs in “the
great breath that was given the states in the heat of their affairs,” cited from Temple, 1673,
in N.E.D. s.v. ‘breath.) For the sinﬁnlar verb with plural subject, see note to I.3.147.
F¥62 THE BELL is probably Lady Macbeth's summons, cp. v.32; some have taken it
as a reference to the clock striking the hour of two. The scene would have been stronger
if it had ended, as does Scene V of Act I, with the short verse after the couplet: the con-
trasts, too, in INVITE and SUMMON and TO HEAVEN OR TO HELL do not sound like
Shakspere. The thought is similar to that of IHen.6 1V.2.39: “Harke, harke, the Dol-
phin's drumme, a warning bell, Sings heavy musicke to thy timorous soule, And mine
shall ring thy dire departure out.” :

INTRODUCTORY NOTE TO SCENE Ir

Davenant arranges the action of this scene as continuous with that of Scene 1. Some
modern editors also expunge the scene division. But the action marks a separate stage in
the drama, and demands an interval for the imagination to grasp the horror of the impending
calamity, though the actual time interval between the scenes is slight. In 111.4.62 Lady
Macbeth evidently refers to this scene in * This is the ayre-drawne-dagger which you said
Led you to Duncan.” It is likely that Macbeth tells her of his vision when he joins her
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at the end of the last scene. In V.1.35 ff. Lady Macbeth fixes the time of the murder at
two, counting off the strokes of the bell: “One: two: why then 't is time to doo 't.”” There
is thus a brief time interval between the two scenes: what is more likely, then, than that
this is spent in perfecting the last details of the tragedy as the two sit over their possets
in the hall? The place is usually given as the same as that of the previous scene, viz. “a
courtyard.” But the courtyard is so dark that Banquo does not recognize Macbeth in
11.1.10: how, then, can Macbeth say * This is a sorry sight” in 11.2.217 If we recall for
a moment the castle architecture with which Shakspere was familiar,—for instance, that
of Kenilworth,—we have a large courtyard with a flight of steps in one corner leading up
to the sleeping-rooms, such as is shown in the cut of Kenilworth in 1620 which is prefixed
to the New Shaks. Soc.'s ed. of Robert Lanecham’s Letter. ‘It is in this courtyard that
Scene I takes place. In these quadrangular houses the hall occupied one side of the build-
ing, and out of this, at one end, a flight of steps led to a lobby which opened on the guest-
chamber: see the rooms lettered B and V in the cut referred to above. In the theatre
this lobby would, of course, be the usual gallery or balcony at the back of the stage.
Duncan and his two grooms of the chamber would naturally be lodged in the guest-
chamber; back of this would be the #second chamber,” occupied by Donalbaine and an-
other. Such an arrangement would be familiar to an EL. audience, and explains clearly the
action of the scene. At its opening Lady Macbeth is in the hall below, waiting for her
husband’s return. She has been in Duncan’s chamber to see that all is ready, and has
laid the daggers of the two grooms where Macbeth “could not misse 'em.” The grooms
are fast asleep: the doors are open, and she can distinctly hear their drunken snoring.
The servants have retired to their quarters, and there is still late carousing through the
castle: hence the noises that startle the murderers, and Macbeth’s imagined “voice”
crying “ Sleep no morel” In v.66 the guilty pair retire to their chamber to wash their
hands and put on their night garments, so that it will look as if they had gone to bed.

SCENE II: THE HALL OF MACBETH'S CASTLE
ENTER LADY MACBETH

LADY MACBETH

I-8

FHAT which hath made them

§] drunk hath made me bold:

8 What hath quench'd them, hath

M diven mefire. Hearke! peace!

2 [t was the owle that shriek'd,
the fatall bell-man,

Which gives the stern’st good-night. He is
about it,

Thedooresareopen,and the surfeted groomes

Doe mock their charge with snores: 1 have

drugg'd their dpossets
That death and nature doe contend about
them,

Whether they live or dye'.
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F 1 Thesecondarystresseson
THEMandME givetherhythm
tenseness. ¥2 QUENCH'D
has a double sense, ‘allayed
their thirst’ and ‘smothered
their vital energdy.’ A similar
glay of meaning occurs in ‘A
ottle of ale to quench me,
rascal, I am all fire’ Jonson,
‘ Bartholomew Rair'I1. 1. For
the other meaning, cp. * Dost
thou thinke in time she will
not quench?” Cym. L. 5. 47,
¥ 3 PATALL,‘death-boding,’
cp.11.1.36. BELL-MAN,cp.
‘‘a bellman which goeth be-
fore a corps, praeco feralis”
Phr. Gen. ¥4 For form of
STERN'ST see note to 1.5.3.
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The word is used in its sense _
of 'gloomy, Eﬁﬁ'" qu sur: ACT 11 SCENE 1 9-14
FETED: prcbably a dissylla-

ble here;Pcp. “with forfeited ENTER MACBETH
credits make 'em wish a MACBETH

change" Massinger, ¢ Believe Who's there? what hoa?
as you List’ I.T (Per. Soc., : :
p- 22),and * Macro, most wel- LADY MACBETH

come as mostcoveted friend "
Jonson,‘Sejanus’v.6. ¥7 Alack! I am afraid they have awak’d

?‘;TG%RB' ie.life,cp.note to And 't is not done: th'attempt, and not the
T deed,

¥9 The stage direction (Confoundsus. Hearke! I lay'd their dadders
“EBEnter Macbeth"” is usually rea dy Y g8
?

removed by modern editors
to a place before MY HUS- He could not misse 'em. Had he not re-
BAND. Macbeth comes into sembled

the lobby—the gallery above ,

the stage—on his way down My fatber as he Slept, I had don t.

into the hall, but hears a noise ,

in the second chamber, cp. v.19, and softly calling WHO 'S THERE? goes back to see if
any one has awakened. The house is full of noises, young courtiers carousing in their
rooms and drunken servants in the “offices,”” and Macbeth’s nerves are strung to the
point of breaking. Lady Macbeth, too, has heard the noise and fears their plans have
miscarried. ¥ 11 They are prepared to explain the ‘act’ of the murder, but to be
caught in the ATTEMPT will ruin them. Baret, ‘Alvearie’ s.v. ‘to attempt,’ dives “to
assayle a man”; Shakspere was probably thinking of the attempt on the king's life
in its legal aspect. %13 'EM is now a colloquial clipping of the pronoun ‘them’: in
Shakspere's time it was a common literary idiom, frequent in Ben Jonson and the most
careful writers. The contraction is not necessary to the rhythm here, but is found in
FO. I. The representative interest in v.13 is something more than “very artful,” as
Warburton called it: it is a

startlingly human “touch of ACT 11 SCENE 11 14—-17

nature,’ one of those associa-

tions of childhood that flash 3

into consciousness in a crisis My husband?

like this. The stress seems MACBETH

to fall upon the noun I .
the unstrossed img;lose f,‘:ing' I have done the deed. Didst thou not heare

omitted, cp. 1. 1.7. The verse a ncyse?
is independent and not com-
ﬁleted by the words “My LADY MACBETH
usband” below, as editors | heard the owle schreame and the crickets

generally print it. c
%14 If wetake the punctua- Did not you speake?
tion of the Folio, MY HUS- MACBETH
BAND? is an exclamation of

inquiry as L;d)f' Macbe;h When?
hears the sound of approach-

ing footsteps. She does not LADY MACBETH
know but that some one may Now.
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have awakened and be coming into the hall. The modern punctuation takes the words
as an exclamation of admiration—her woman's reco&nition that Macbeth is worthy of her
love: a tempting explanation. But we have just had one exhibition of sentiment in Lady
Macbeth: is it likely that Shakspere would add another? If * My husband?” is spoken
before Macbeth comes down, and we take I HAVE DONE THE DEED, i.e. ‘It’s over now,’
cp. 1.7.1 ff,, as_muttered by Macbeth to himself as he descends and indistinctly heard
by Lady Macbeth, we have an easy explanation of her #Did not you speake?” He
does not need to tell her that hg has done the deed: the bloody daggers and the omi-
nous stillness above speak for themselves. %17 DID NOT YOU SPEAKE? (the phrase
is in its normal BL. B. word order, the parent of our colloquial “Did n't you speak?"):
some editors, not understanding the action of the scene, alter the text so as to give

ACT 11 SCENE 11 17-26
MACBETH
As | descended?
LADY MACBETH
I. 18
MACBETH
Hearke! 19
Who lyes i’ th’ second chamber? 20
LADY MACBETH
Donalbaine.

MACBETH
MARKING THE DAGGERS
This is a sorry sight.
LADY MACBETH
A foolish thought, to say a sorry sight.
MACBETH d
There 's one did laugh in s sleepe, and one
cry'd, ¢ Murther!’
That they did wake each other: I stood and
heard them:
But they did say their prayers, and addrest
them
Agdaine to sleepe.
LADY MACBETH
There are two lodg'd together.

course, the BL. word for MN. E. ‘sleeps.’

this speech to Macbeth, and
WHEN? as well as NOW? to
Lady Macbeth, pointing DE-
SCENDED withaperiod. But
if we may take such liberties
with Shakspere, we might as
well rewrite the play to suit
ourown notions,as Davenant
did, and have done with it.
Lady Macbeth is evidently
referring to something that
she heard Macbeth say as he
came into the hall.

¥ 17 The sharp, broken dia-
lczigue makesa panting thythm
admirably adapted to the
thought : in PO. I each part of
thedialoguebetween*“When"
and “I" makes a separate
verse: if we arrange them to-
gether they fall rather into
two verses, each of four
stresses, with pauses occa-
sionally taking tEe place of un-
stressed impulses, than into
one verse of five stresses
followed by two broken
verses, as in the Cambridge
Text. Lady Macbeth's I is
the normal EL. spelling of the
particle of assent, now ‘aye’;
the earliest diphthongal spell-
ing in N.B.D. is dated 1637
‘yes' has taken its place in
literary MN. E. Macbethdoes
not answer, his attention
being distracted by another
alarm. %20 LYES is, of

By the SECOND CHAMBER was probably

meant the one next the chamber of state, either connected with it by a gallery or inde-
pendentas in Kenilworth Castle. If the latter, Macbeth hears the mutterings of the rest-
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less sleepers through the open windows. Lady Macbeth’s answer seems to satisfy him
for the moment. He then notices with a start his blood-stained hands, probably holding
up the daggers which he still clutches. MARKING THE DAGGERS is not in FO. I : stage
directions occur but sparsely in BL. dramatic texts. Pope added ‘Looks on his hands,’
and ‘Looking on his hands’ is usually given in modern editions. Some direction is un-
doubtedly necessary to point the reference; but ‘looking on his hands’ is hardly appo-
site when each hand grips its bloody ‘instrument’; see v.48. ¥21 THIS IS A SORRY
SIGHT: may not these words be a first realization of his helplessness? — he cannot

go to find out what is the
cause of the noise with these
things in his hands. He then
recalls that when he went
back toward the room whence
the sounds came there were
two voices. ¥23 THERE'S,
the BL. contraction for ‘there
was, cp.note to 1.2.15. ¥24
THAT, ‘so that! STOOD,
‘stood still,’ cp. “take leave
and stand not to reply"”
3Hen.6 1v.8.23. HEARD,
‘listened to,) cp. II.1.57.
¥ 25 PRAYERS is dissyllabic
in EL.E,, cp. note to 1.5.40.
THEM,‘themselves’: in M. E.
and e.N.E. the pronoun of
the third person is used re-
flexively. = ADDREST TO
SLERBPE is an BL. idiom like
that in ‘address one's self
to a task,’ and is here equiva-
lent to little more than ‘ went.'
Lady Macbeth's explanation
is natural and matter of fact:

she has assi%ned two guests

to a single chamber.
¥28 AS, ‘as if) cp. 1.4.11.
HANGMAN in EL.E. means
‘executioner,’ N. E. D. I ; cp.
“the hangman's axe ' Merch.
IV.1.125. %29 LISTNING,
‘listening to the expression
of,’ cp- “To listen our pur-
ose” Ado IILI.II. Mac-
th's surprise at not being
able to say AMEN to a GOD
BLESSE US is not a note of
hypocrisy in his character, but
dueto his failure to realize the
factthat he has sold himself to
the powers of darkness. It
was a popular superstition of

ACT 11 SCENE 11

MACBETH
One cry'd ‘God blesse us!’ and ‘ Amen’ the
other,
As they had seene me with these hangman’s
hands:
Listning their feare, I could not say ‘ Amen,’

When they did say ‘God blesse us.’ 30
LADY MACBETH

27-40

Consider it not so deepely. 30
MACBETH
But wherefore could not I pronounce
‘Amen’?

I had most need of blessing, and ‘Amen’
Stuck in my throat.

LADY MACBETH
These deeds must not be thought
After these-wayes: so, it will make us mad.

> MACBETH

Me thought [ heard a voyce cry ‘Sleep no
more!

Macbeth does murther sleepe’—the inno-
cent sleepe,

Sleepe that knits up the ravel'd sleave of
care,

The death of each dayes life, sore labor’s
bath,

Balme of hurt mindes, great nature's second
course,

Chiefe nourisher in life's feast,—
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ACT 11 SCENE 11

LADY MACBETH
What doe you meane?

 MACBETH
Still it cry’d ‘Sleepe no more!’ to all the
house:
¢*Glamis hath murther'd sleepe, and therefore
Cawdor
Shall sleepe no more; Macbeth shall sleepe
no more.’

40-47

LADY MACBETH
Who was it that thus cry'd? Why, worthy
thane,
You doe unbend your noble strength to thinke
So braine-sickly of things. Goe get some
water,

MACBETH

Shakspere's time that ‘God
bless us’ was a charm against
sorcery and witchcraft; cp.
Comenius, ‘Janua’ 793, % Be-
witchings are driven away by
amulets, spels, or charms, yea
by this one word Praefiscini,

od forfend, God bless us,
&c., spoken to prevent envie
or witchcraft.” Shakspere
again refers to this supersti-
tion in Merch. IT11.1.22,% Let
me say Amen betimes, least
the devill crosse my praier.”

“There can be little doubt that

Shakpere's audience under-
stood the sleeper's cry as
an invocation of protection
against the devil, and well
knew why it was Amen stuck
in Macbeth's throat. ¥33
THESE in EL.E. is sometimes
equivalent to ‘such as these,’
cp. IV.3.118 and 1V.3.74.

And wash this filthie witnesse from your DEBDSinBL.E.means acts,’
‘actions,’ without the conno-

hand. tation of importance whichwe
usually attach to the word, a

sense still retained in phrases like ‘in word and deed’; and so Macbeth says in I11.4.144
that he and his partner are “young in deed,” i.e. inexperienced in action. THOUGHT
means ‘looked at,’ ‘considered,’ ‘regarded’: see note to 11.1.21. %34 AFTER THESB
WAYES, ‘in this fashion,’ cp. “after this downe-right way' Meas.111.2.112. SO: i.e.‘if we
regard them in this way,’ see note to 11.1.47. ¥ 35 The voice, ‘proceding from a corrupt
imagination’ (Burton, ‘ Anat. of Mel.! 1.3.1), may have had its origin in the shouting of
drunken revellersin another part of the house. It is another symptom of Macbeth's insanity.
Asin 1.5.24ff., there are no quotation-marks in FO. I : butit is not likely that the quotation
extends beyond “more.” 36 INNOCBNT is probably ‘“inn’cent,” cp. 1.5.66. ¥37
KNITS UP, ‘binds up,’ cp. #let me teach you how to knit againe This scattred corne into
one mutuall sheafe” Titus V.3.70. RAVEL'D, ‘entangled,’ cp. “as you unwind her love
from him, Least it should ravell and be good to none” Two (gent. II1.2.51. SLEAVE in
EL.E. is the name for unwrought or unspun silk; cp. “thou idle, immateriall skiene of
sleive silke” Tro.&Cr. v.1.35. In Florio, 1598, sfillassa is ﬁlossed “any kind of ravelled
stuffe, or sleave silk,” cited by Malone; Cl. Pr. adds “bauellare, to ravell as raw silke.”
Both these entries show that “ ravelling’ was a common association with this “ unwrought
silk.” Skinner, in attempting to trace sleave silk to Dutch sleyp, says that it is so called
because, before it is knit up, netum sit, it hangs to the ground in a long train, syrmate:
Dutch sleyp is a translation of Latin syrma. e Folio spelling “sleeve’ seems to be
abnormal, as the e is generally written as an open vowel in EL.E. ; in Tro.&Cr. the Quarto
spelling is “sleive,” the Folio spelling #sleyd,” but this latter may have been corrupted
from “slev'd,” another form of the adjective. The history of ‘sleave’ has not yet been
made out, and it may be that a form with close e existed in Shakspere's time. ¥ 38
DEATH OF EACH DAYES LIFE; cp. ‘death-counterfeiting sleepe” Mids. I11.2.364 and
“To see the life as lively mock’d as ever Still sleepe mock'd death” Wint.T. v.3.19.

67



THE TRAGEDIE OF MACBETH

Notwithstanding the aptness of the association between sleep and death, Warburton pro-
posed ‘birth’ and Becket ‘breath’ for “death,” and Jennens conjectured ‘grief’ for “life.”
¥ 39 BALME OF HURT MINDES: Burton, ‘ Anat. of Mel.,’ says that sleep sometimes is a
sufficient remedy for ‘head-melancholy’ ‘of itself without any other physic.” SECOND
COURSE: in ‘For to Serve a Lord,’ written at the end of the I5th or the beginning of the
16th century, and printed on p. 366 of the ‘ Babees Book,' ed. Furnivall, the ‘“second
course is described as the substantial course of a dinner, with a long list of dishes,
p- 370, preceded by the * potage’ and followed by the “dessert.” ¥40 NOURISHER seems
here to be syncopated to ‘“nour’sher.” The reader will do well to compare 2Hen.4 III.
1.6 ff. and Hen.5 1V.1.274 ff. with this passage. %41 As in vv. 22 and 27, Macbeth, in
his rapt state, pays no attention to Lady Macbeth’s words. %43 The verse echoes the
rhythm of 1.3.50, and by its repetition also suggests * All haile, Macbeth |"—a fact which
hardly leaves room for doubt as to where the quotation-marks belong. ¥45 TO THINKE

is normal EL. syntax corre-
sponding to ‘by thinking’ or
‘when you think'; cp. I.5.32.
¥ 46 BRAINE-SICKLY: EL.
adjectives in -ly formed ad-
verbs without the suffix. The
word means ‘insanely,’ not
‘foolishly’ : “brain-sickness”’
is the usual EL. gloss for
mania, “a disease rising of
too much abundance of good
bloud having recourse to the
head, whichcauseth the partie
to bee braine-sicke and to fall
into furie and rage.” %47
PILTHIE in EL.E. was not
so strong a word as now, cp.
note to I.1.10, and WIT-
NESSE is the usual term in
EL.E, for ‘evidence.’

¥ 49 CARRY in this sense
of ‘taking to a place’ is
now obsolete, N.E.D. 5,
though still used in Virginia.
%50 SLEEPIE, ‘plunged in
sleep,’ as in I.7.75, cp. Cot-
grave, “sommeillant, sleep-
ing; sleepie.”” ¥56 GUILD:
the redness of gold gave rise
to various word associations
in EL.B. which now seem
unnatural; “to gild"” was to
smear with blood, as here and
in John I1.1.316,%all gilt with
Frenchmen's blood”—this
and other citations in N.B.D.
1d. Duncan's“golden blood"
in I1.3.118 is not a far-fetched
figure, but another instance

ACT 11 SCENE 11 48-59
Why did you bring these dagders from the
place?

They must lye there: goe carry them, and
smeare
The sleepie groomes with blood.
MACBETH
I'le goe no more:
[ am afraid to thinke what I have done;
Looke on't againe, | dare not.

LADY MACBETH
Infirme of purpose!

* Give me the daggers: the sleeping and the

dead
Are but as pictures: 'tis the eye of child-
hood
That feares a painted devill. If he doe bleed,
I 'le duild the faces of the groomes withall,

For it must seeme their duilt.
EXIT
KNOCKE WITHIN

MACBETH
Whence is that knocking?
How is 't with me, when every noyse appalls
me? )
What hands are here? hah! They pluck out
mine eyes! '
68




THE TRAGEDIE OF MACBETH

of this sameassociation of ideas—unfortunately overlookedinN.E.D. So Shakspere writes
4 guilded pale lookes, Part shame, part spirit renew'd " for flushing of the face in Cym. v. 3. 34,
and “this grand liquor that hath gilded 'em" for the flushing of drink in Temp. V. I. 280.
WITHALL, ‘with his blood'; cp. noteto 1.3.5. %57 THEIR GUILT is a grim jest: such
ﬂms were more acceptable to EL. ears than to ours. The same play of meaning is found in
en.5 I1. Chor. 26 (cited by Steevens). The insistent knocking, though it cannot be that
which is the subject of the l;orter’s soliloquy in the scenethatfollows, neverthelessconnects
the two scenes. It further carries on the interest of this scene by affording occasion to con-
tinue the startsand breaks of thought and rhythm which mark its progress. ¥58 HOW IS'T
WITH ME,‘In what condition am 12’ ¢ What is the matter with me?’ cp.“ you see how all is,
i.e. the case stands, things dgo, with me; quo in loco sint res et fortunae meae vides" Phr.
Gen.s.v. ‘how.” The words show that l\Xacbeth as well as his wife is ignorant of the cause
of his delusion. ¥59 WHAT,i.e. what sort of, cp. 1.3.39. The interjection HAH is often
interi‘logative S"l‘z lfL. E. and

usually so in Shakspere, cp.

ACT 1I SCENE 11 60-63 N'E.p.o. It is likely, there.

. . fore, that HAH belongs with
Will all great Neptune's ocean wash this the first clause mheg, than

blood with the second: in FO.I it
Cleane from my hand? No, this my hand followed by a colon.

will rather , ¥ 62 Theaptnessofthe asso-
The multitudinous seas incarnadine, ciation in ”{:U””UD‘"O}’S
Maki h d SEAS perhaps accounts for

aking the greene one red. the fact that INCARNADINE

now means ‘to stain with
blood’: but before Shakspere wrote this passage the word meant ‘to make flesh-colored’ or
‘rose-colored’; cp. N.E.D. s.v.A. The Folios read “incarnardine” : but such a spellingis
anomalous and here probably a mere misprint. ¥63 MAKING THE GREENE ONE RED
has occasioned mucﬁ difficulty to Shakspere scholars. The phrase is punctuated in the
first three Folios with a comma after ONE ; evidently the editors of FO. I took GREENE
ONB together. The fact that “ Greene” and “Red" are capitalized in FO.I may be taken
as an indication that they understood * Greene one” to be a reference to Neptune above.
Shakspere speaks of “the greene Neptune in Wint.T.1v.4.28 and in Ant.&Cl. 1V.14.58;
# Mars the red” is a common M.E. phrase, though Shakspére only once refers to Mars's
color and then indirectly in *as red as Mars his heart” g'ero.&Cr. v.2.164. Shakspere
may have had in mind the notion of the rosy sea dyeing Neptune in Mars's color. If one
objects to this on the ground that Macbeth would scarcely be guilty of such an artificial
metaphor under the circumstances, he must remember that such notions were not so
artificial to EL. ears as they are to ours: he must, moreover, be prepared to excuse
‘“incarnadine,” an epithet that was highly artificial in EL.B., as has been pointed out.
But another interpretation is possible: “one” is very common in EL.E. as a grammatical
substitute for a noun just mentioned, and is often used when in MN.E. such a locution
would be avoided ; “making the greene one red” can therefore be equivalent to ‘making
the ireen sea red,’as in Steevens's citation from Heywood, “He made the ireen sea red with
Turkish blood.” Many modern editors say this reading is ridiculous: but unfortunately
their judgementis not always to be trusted as to what is ridiculous or not ridiculousin EL.B. ;
and when one thinks of the hopelessly absurd idiom that they are from time to time will-
ing to put in Shakspere’s mouth if they do not happen to understand his EL. phraseology,
one can only smile at their eagerness to lay on the printer the burden of their own igno-
rance. One editor ‘feels instinctively that the passage has been corrupted,’ yet his
instinct leads him to ‘surmise that the passage originally read: Making the green zone
red'! One might exclaim with Falstaﬁ, ‘Beware instinct!’” Moreover, the substitute
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proposed, ‘making the green uniformly red,’ is, as Malone maintained, neither good EL.E.
nor good MN.E., however well such a reading may satisfy our modern literary sense.
Such a notion takes the form “all one" in M.B. and N.E., with “one"” in its M.E.
sense of ‘same.’ “One red"” is not in Shakspere's English the equivalent of ‘one uni-
form redness,' nor are the “total gules” of Ham.11.2.479 and Milton's “one blot"” in
Comus, v. 133, parallel idioms to “one red.” The phraseology of this modern reading—it
begins with Johnson, 1795—is therefore as much open to question as is the taste of the
Folio reading. That it now passes muster as good English is rather due to the fact

that the syntax of the pas-
sage, so often quoted with
this idea in mind, has be-
come familiar to our ears.
It seems better therefore to
take “greene’ and “one” to-
dether than to assume with-
out evidence that the Folio
misprints the verse.

¥64 YOUR COLOUR, ie.
red, cp. v.55 and V.1.48.

SHAME: Lady Macbeth can’

hardly mean that she is
ashamed to be such a coward
as her husband is: in the
Cent. Dict. is cited a sen-
tence from Greene in which
the verb seems to mean to
‘avoid witha sense of shame’:
“My master sad—forwhy
[i.e. wherefore] he shames
thecourt—is fled away " Jas.
IV'v.6. Perhaps “shame”
has some such meaning here
and is used like MN.E.
‘scorn’ in “to scorn to do.”
¥ 68 A similar notion occurs
in Sidney's Arcadia, p. 293 b,
“His mind was evill wayted
on by his lamed force,” re-
flecting the EL. psychology
referredtoin the note on p. 26.
Lady Macbeth here andin the
last part of v. 64 shows by
her words that the knocking
creates a panic in Macbeth's

ACT 11 SCENE 11 64-74

ENTER LADY MACBETH
LADY MACBETH
My hands are of your colour, but I shame
To weare a heart so white.
KNOCKE WITHIN
I heare a knocking
At the south entry: retyre we to our chamber:
A little water cleares us of this deed:
How easie is it then! Your constancie
Hath left you unattended.
KNOCKE WITHIN
Hearke! more knocking:
Get on your night-gowne, least occasion
call us
And shew us to be watchers: be not lost
So poorely in your thoughts.

MACBETH
To know my deed 't were best not know
my selfe.
KNOCKE WITHIN
Wake Duncan with thy knocking! 1 would
thou could’st!
EXBUNT

mind each time he hears it. ¥70 NIGHT-GOWNE here and in V. 1.5 is ‘ dressing-gown,’
the usual meaninf of the word in BL.B. OCCASION, ‘necessity,’ as in ¥ My master is
e

awak'd [i.e. impel

not only ‘one who watches,’ but also ‘one who sits up late.
knowing what to do,’ as in “I’m lost in it, my lord” Ham.1v.7.55.
‘spiritlessly,’ cp. “To looke so poorely and to speake so faire” Rich.2 I11.3.128.

d] by great occasion” Timon11.2.21. ¥71 A WATCHER in EL.B. is

LOST, ‘bewildered,’ ‘not
¥72 POORELY,
F¥73

TO KNOW MY DEED, ‘to know what I am to do’: DEED in EL.E. had the sense of
‘thing to be done’; cp. N.E.D.3 and especially the quotation from North’s Plutarch,
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“You shall set the poor distressed city of Syracusa again on foot, which is your deed.”

Macbeth is not thinking of the past, but of the future.

Utterly bewildered and horror-

stricken, this last knocking rouses only the impatience of impotence and the helpless re-
gret of one who for the first time realizes the irrevocableness of his past action.

SCENE III: MACBETH'S CASTLE: ENTER A PORTER

KNOCKING WITHIN
3 PORTER
BPAERE 'S a knocking indeede! If

| 2GRN [ d hee should have old turning the
6\\?% key. [knock wiTHIN.] Knock,

mal knock, knock! Who's there,

i' th' name of Belzebub? Here's a farmer,
that hang'd himselfe on th' expectation of

plentie: come in time; have napkins enow

about you; here you 'le sweat for 't. [KNOCK
wiTHIN.] Knock, knock! Who's there, in
th' other devil's name? 'Faith, here’'s an
equivocator, that could sweare in both the
scales against eyther scale; who committed
treason enough for God's sake, yet could not
'equivocate to heaven: oh, come in, equivoca-
tor. [KNock wITHIN.] Knock, knock, knock!
Who's there? 'Faith, here’s an English
taylor come hither, for stealing out of a
French hose: come in, taylor; here you may
rost your goose. [KNock WITHIN.] Knock,
knock! Neveratquiet! What are you?—but
this place is too cold for hell : I'le devill-porter
it no further. I had thought to have let in
some of all professions that goe the prim-
rose way to th’ everlasting bonfire. [kNock
WITHIN.] Anon, anon! [ pray you remember
the porter. OPENS THE GATE

in the summer and autumn of that year.

4 a man were porter of hell date,

1-27

¥2 HELL GATE, ‘the dates
of hell’: ‘hell’ here, as in
“hell-hound” v.7.32, and in
MN.E. “hell-fire,” is really a
genitive from M.E. “helle,”
and ‘date’ is a plural form
from M.B.‘date’; “hell-kite”
1V.3.217, and “hell-broth”
1V.1.19, are later imitations
of these earlier phrases. ¥3
OLD is an EL. expletive word,
loosely used for emphasis
sake, like our MN.E. “jolly."”
In MN.E. “high old time”
there is perhaps a survival
of this BL. E.idiom. Cotgrave
under diable gives “£aire le
diable de vauvert, to keep an
old coyle” ; Shakspere again
uses the idiom in “we shal
have old swearini" Merch.
1V.2.15. ¥4 The half-awake
orter falls a-dreaming that
e is the porter of hell. The
allusion in ¥6 seems to be
to a current jest of the time:
it is also found in Jonson's
Every Man out of his Hu-
mour, 1599, Il vii: “Sor-
dido. Soule, if this [i.e. the
good weather] hold, we shall
shortly have an excellent cro
of corne spring out of the higﬂ
wayes . . goe to, I'll prevent
the sight of it.” He then
hangs himself, “falls off”" the
stage direction reads. Ma-
lone argued that Shakspere's
words pointed to 1606 as the
date of the play because there
was prospect of plenty of corn

But the fact that the story had already been used

by Jonson in 1599 makes his argument of little weight. %7 EXPBCTATION, ‘prospect,’
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‘promise,’ cp. “A good plotte, good friends, and full of expectation” IHen.4 1I.3.19,
and see N.E.D.4. ¥8 COME IN TIME, ‘an early arrival,’ “come” being the past par-
ticiple, cp. Phr. Gen. “timely, in time, mature.”” NAPKINS, ‘handkerchiefs,’ cp. ‘a napkin
or handkerchiefe wherewith wee wipe away the sweate” Baret's Alvearie s.v. ‘hand’; also
Oth. 111.3.287. The form ENOW in e.N.B. is usually the plural of “enough” as it is
here, preserving an O.E. and M.E. form distinction; see N.E.D.s.v. ¥9 To SWEAT
POR'T in EL.B., as in MN.E., meant to pay the penalty for a wrong done, see Cent. Dict.
¥ 11 TH' OTHER DEVIL'S NAME that the porter could not recall may have been Behe-
moth or Demogorgon, both of which were used as names for devils in mediseval demon-
ology. %12 The Jesuitical doctrine of equivocation, according to which the making of
a false statement under oath was not perjury if the speaker could put any sense, however
extravagant, upon the words of which he made use, became prominent at the time of the
trial of the Gunpowder conspirators in the spring of 1606 ; cp. Gardiner's History, vol. XI,
pp- 281 ff. The mention of TREASON in the connection would indicate that this passage
was written after the trial. ¥ 13 SCALES in EL.B. are the scale-pans of the balance.
BOTH seems here to be used in the sense of ‘either of two,’ uterque, ‘he could swear on
either side of the case against the other.,) %19 HOSE, ‘breeches,’ N.E.D.2. The pecu-
liar enormity of the tailor's crime consisted in the fact that one kind of French hose
“contained neither length, breadth, nor sideness [i.e. fullness]” Stubbes's Anatomie of
Abuses, 1583, ed. Furnivall, p. 56, cited by Cl. Pr. Shakspere calls them ‘short blistred
breeches” in Hen.8 1.3.31. ¥21 AT QUIET is an EL. phrase like ‘at rest’; Phr. Gen.
gives ‘at quiet’ as a synonym of ‘quiet.” The interrogative WHAT frequently occurs in
 BL.E. where MN.E. employs ‘who.! %24 The porter’'s PRIMROSE WAY, which Shak-
spere also uses in All’s W, 1V.5.56 and in Ham.I.3.50, seems to have been a cant phrase
of the time. His notion is something like one in Dekker's Knight's Conjuring: * You have
of all trades, of all professions, of all states, some there,"” i.e. in hell. There is regret in his
I HAD THOUGHT as the morning chill wakens him to the realization that some one is
really knocking at his gate. His sleepy ANON, ANON/! (‘coming, comingl’) and his
mechanical demand for a

gratuity, I PRAY YOU RE-

touches of nature which only

Shakspere would have given ' BENTER MACDUFF AND LENOX:
the scene. MACDUFF

Was it so late, friend, ere you went to bed,
that you doe lye so late?

¥28 Macduff's words call
attention to the fact that the
porter has over-slept himself ;

they can be construed into a
sort of blank verse—indeed,
the whole passage is in that
rhythmic prose which EL.
dramatists often fall into:
such prose differs from poetry
in not having aclearly marked
coincidence of phrase and
verse division. FO.I divides
inverses: Was..bed, That..
late, 'Faith .. cock, And . .
things; what follows until
Macbeth enters is printed as
prose. ¥30 THE SECOND
COCK,cp. “The second cocke

PORTER
'Faith, sir, we were carowsing till the second
cock: and drinke, sir, is a great provoker of
three things.

MACDUFF
What three things does drinke especially
provoke?

PORTER
Marry, sir, nose-painting, sleepe and urine.
Lecherie, sir, it provokes and unprovokes;
it provokes the desire, but it takes away the
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performance: therefore much drinke may be
said to be an equivocator with lecherie: it
makes him and it marres him; it sets him on
and it takes himoff ; it perswades him and dis-
heartens him; makes him stand too and not
stand too; in conclusion, equivocates him in
a sleepe, and giving him the lye, leaves him.
MACDUFF
I beleeve drinke gave thee the lye last night.

PORTER
That it did, sir, i’ the very throat on me:
but I requited him for his lye, and, I thinke,
being too strong for him, though he tooke
up my legdes sometime, yet | made a shift
to cast him.

38-50

MACBETH

hath crow'd . . "tis three a
clocke” Rom.& Jul. 1V. 4.3
(cited by Malone). ¥36
EL.E. un- in composition
frequently means to undo the
effect connoted by the verb
with which it is compounded.
¥40 SETS ON, ‘eggs on.
¥41 TAKES OFF, cp. “He
endeavors to take me off,
operam dat ut me abstrahat"

oles. ¥42 STAND TOO,
‘maintain one's ground’: the
form distinction between ‘to’
and ‘too’ is modern. ¥43
IN sometimes in EL. E. corre-
sponds to MN.B. ‘into,’ cp.
1.3.126. This seems to be its
sensehere. ¥44 Thereisun-
doubtedly a double meaning
inthe porter'swords : Autoly-
cus makes a similar jest in
Wint.T. IV. 4. 745, where the
unsuccessful effortstoexplain

or emend the passage into
MN. B. sense show that the phrase “give the lye” in EL.E. had a double meaning. The
N.E.D. throws no light on the difficulty. The notion here seems to be that of ¢ providing
sleeping quarters for,’ cp. ‘lie’ in the sense of ‘lodge.” Autolycus's words will bear such a
meaning: “it [i.e. lying] becomes none but tradesmen [cp. Stubbes, ‘Anatomie of Abuses,’
ed. Furnivall, p. 87], and they often give us souldiers the lye, but wee pay them for it
with stamped coyne, not stabbing steele, therefore they doe not give us the lye. Clo.
Your worship had like to have given us one if you had not taken your selfe with the
manner [i.e. ‘in the act,’ playing on ‘give’ and ‘take’].” And so here: *diving the lye”
has obvious reference to putting one to bed. Shakspere is fond of punning on the word.
At all events, the phrase undoubtedly had to Shakspere’s audience a meaning appropriate
to the context, and was not the sheer nonsense that modern editors of Shakspere are
willing to suppose it. %46 1' THE THROAT is a common EL. expletive of giving
the lie, cp. “you lye in your throat” 2Hen.4 1.2.97, and “gives me the lye i' th' throate
As deepe as to the lungs” Ham.11.2.601. ON was frequently used in EL.E. where
MN.B. requires ‘of,’ especially in colloquial idiom: MN.B. ‘to have the law on one’
seems to be due to such syntax. ¥ 47 LYEin this instance, as Delius pointed out, seems to
mean ‘a fall in wrestling,’ echoing the sense of the word in v. 45. No such meaning is
given in N.E.D. nor any such wrestling term as TAKE UP ONE'S LEGS; but that this
is the reference seems clear from CAST, ‘to throw in wrestling,’ N.E.D.13. The quibble
turns on this meaning and that in N.E.D.25; Ben Jonson has & similar quibble in Every
Man in his Humour I.iv, using the word as referring to the laying of a stake in gambling
as well as to the disturbance of the stomach caused by excessive drinking: * You shall find
him with two cushions under his head . . as though he had neither won nor lost, and yet
I warrant he ne're cast better in his life than he has done tonight. Mat. Why? was he
drunke?” Such quibbling as this 